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1. Introduction  
 
In my study of Costantínos Chatzópoulos´s works I concentrate on the expe-
rience of urbanization that took place in Greece during his writing career. I 
use qualitative research method; I combine different points of view arising 
e.g. from urban anthropology and social sciences, with the themes, which 
appear in Chatzópoulos’s short stories. My goal is to form an image of the 
Greek experience of urbanization. 
This study started from an anthropological viewpoint. I studied 
widely the history of modern Athens with all its spectrums – the politics, the 
traditions, the fashion, the culture and most of all literature. It was the turn 
of the century, and the first years of the 20th century that became the focus 
of my main interest, when I realized the extremely high speed in which the 
development in that previously so rural environment took place.  
During the same period I got familiar with the Greek author Cos-
tantínos Chatzópoulos (1868-1920) due to a translation that I was working 
on his Finnish wife Sanny Häggman’s memoirs.1 I was fascinated of the de-
tails and insights her memoirs brought to the life of her husband as a person 
and as an artist during the period of big changes and conflicts in his home-
land Greece. He was presented as a person very much aware of his time and 
of the direction of the movements of art in Europe. He was one of the me-
diators between the cultural life in Germany and in Scandinavia and the ris-
ing modern cultural life in Greece. This idea brought up the question: How 
is the time and the urbanization speeding up around him visible in his 
works? How is it experienced by his characters?  
Chatzópoulos is an interesting representative of urbanizing literary 
tradition, since he was clearly conscious of the situation and the factors 
                                                          
1 Häggman-Chatzopoúlou, Sanny: Τα απομνημονεύματα μου, Η ζωή μου με τον Κώστα Χα-
τζόπουλο (My memoirs, My life with Cóstas Chatzópulos), edited by Mairi Xrysikopoulou, 
2011. Häggman wrote her memoirs originally in German in 1933, and her daughter Senta 
translated them to Greek. The German version has disappeared, but Senta’s hand-written 
Greek version is available for reading in ELIA (Ελληνικό Λογοτεχνικό και Ιστορικό Αρχείο) 
in Athens. 
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shaping it during his time. Since his first stay in Germany he was very much 
interested in sociology and political theory, and his correspondence shows 
clearly that he had a strong tendency to influence also politically through his 
writings. However, Éri Stravropoúlou’s studies show that Chatzópoulos did 
not want to bring his messages too obviously visible to the audience. He 
thought it would be a great mistake from a writer to forget the style and 
technique, and to concentrate on the meaning.2 His own course in literature 
follows perfectly the course followed in Europe in general – though later.  
Greece was due to historical reasons and to the problematic linguis-
tic situation somewhat isolated from the rest of the West when it comes to 
the arts. It was at the turn of the century, when the styles developed in Eu-
rope arrived to Greece, together with the pioneers and travellers that stud-
ied and translated foreign texts. Chatzópoulos was one of the most im-
portant importers of the foreign literature; thanks to his work even one of 
Juhani Aho’s short stories was published in a Greek literary magazine.3 
While reading Chatzópoulos´s works, one must indeed pay attention 
to his writing period, and to the detailed implications on which he builds his 
philosophy. My intention is to shed light on these details and use them as a 
guide for an insight to the urbanizing Athens and to the turn-of-the-century 
Greeks. I chose the short stories for my study according to the place and to 
the narration’s relation to it. I study the short stories Übermensch4, In the 
Darkness5, Life6, Aliveris´s tower7, Teacher’s house8, Annió9  Táso10, and The 
sister11. From all of Chatzópoulos´s short stories I do not discuss Rebel12, 
                                                          
2 Stavropoúlou 1989:17 
3 The story Toisille was published in the magazine Diónysos (Διόνυσος) vol. A 1901, with 
the title Δι’άλλους. 
4 Gr. Υπεράνθρωπος, published in 1915, written in 1909 
5 Gr. Στο σκοτάδι, Chatzópoulos 1989:185-223, written in 1911 
6 Gr. Ζωή, Chatzópoulos 1989:225-253, published first in 1911 
7 Gr. Ο πύργος του Αλιβέρη, Chatzópoulos 1989:255-269, written in 1911 
8 Gr. Το σπίτι του δασκάλου, Chatzópoulos 1989:271-279 
9 Gr. Η Αννιώ, Chatzópoulos 1989:163-183 
10 Gr. Τάσω, Chatzópoulos 1989:89-161, published first in 1910 
11 Gr. Η αδερφή, Chatzópoulos 1989:281-289, published first in 1912 
12 Gr. Αντάρτης, Chatzópoulos 1989:55-88, written in 1907 
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Barnandónis13 and Clára´s Dream14. All these are valuable writings, but they 
do not touch the issue of the emerging city. 
I prefer to define urbanization as a process of three factors: 1. The 
industrializing city 2. The industrializing city attracts workers and causes mi-
gration 3. The immigrants influence the cityscape and develop a new class 
of population. When I speak about experiencing urbanization, I mean the 
person´s experience of all these three factors; work in the industry, the so-
cial and psychological pressure that cause migration, and the migration 
causes to the population, and life in the growing and changing city with all 
its consequences. Together with the urbanization appear also new forms of 
experiencing space and place, and this is one of my main interests in this 
study. The topic of the individual raises from one of my main focus points; 
e.g. the urbanizing culture in the centres of the cities as a prerequisite for 
individualistic art, and for the character of a flâneur. 
All these topics have been widely studied, but their relationship with 
literature is a newer topic for research. There is a vast amount of literature 
that discusses the relationship of literature and the city, but literature dis-
cussing the experience of an urbanizing city can be found in less extent. 
James Lehan’s City in literature is a comprehensive presentation of the rela-
tionship between city and literature. Andrew Thacker’s Moving through mo-
dernity analyses the experience of space and place in the modernizing soci-
ety from many different perspectives. From the geographical and sociologi-
cal viewpoint I have concentrated on the research made by Aidan Southall 
and Michael Banton. In Greece Tákis Carvélis and Éri Stavropoúlou have 
made comprehensive studies on Chatzópoulos, and Giánnis Kairofílas 
(Γιάννης Καιροφύλας) and Giánnis Papakóstas (Γιάννης Παπακώστας) have 
compiled comprehensive researches on the turn-of-the-century Greek cul-
ture from an anthropological point of view. Urban anthropology is a broad 
field of study, and I aim at limiting my readings on it to the dichotomies of 
                                                          
13 Gr. Ο Μπαρμπαντώνης, Chatzópoulos 1989:291-300 
14 Gr. Το όνειρο της Κλάρας, Chatzópoulos 1989:301-309, written in 1912 
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urban and rural and to the changing city and modernism. Furthermore, I will 
investigate Latham’s definition of roman à clef as a genre. I will present 
Übermensch as roman à clef and discuss the Athenian literary movements, 
the visions about the modern urban man, and the role conflicts.  
In transliterating the Greek words I have followed quite tightly the 
Greek pronunciation and stress marks. In personal names I follow this also, 
unless there are already existing, differing, transliterations available. Unless 
otherwise noted the translations are my own. In the original Greek samples 
I follow strictly the language with all its “mistakes” and differences, except 
of some of the stress marks that are not relevant to the text itself. 
In the first chapter I will present Costantínos Chatzópoulos and his 
meaning in the turn-of-the-century literature in Greece. I will briefly go 
through his early life and career, his travels and his reputation in the Mod-
ern Greek literature. Before moving on to his short stories I must give an 
insight of the mayor influences of the Modern Greek literature in his time. 
Furthermore, in order to analyse the characters in his short stories, an an-
thropological point of view to the early 20th century Athens will be neces-
sary. 
In continuation I will discuss the topics of the genres connected to 
urbanization, of the dichotomy between the urban and the peasant, and of 
characters the urbanizing environment creates. In the fourth chapter Static 
space in the changing place I examine, what kind of ideas of space can be 
found in the stories, and the ways these are created. In the final chapter five 
I will discuss the space of an artist, and analyse the Greek literary life 
through the stories à clef. 
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1.1. Costantínos Chatzópoulos 
 
Chatzópoulos is considered as the first Greek symbolist, in the early years as 
a poet, and later on as the writer of the first purely symbolist Greek novel 
The autumn15. However, in addition to this, during his relatively long career 
as an author, he had the chance to work on many different kinds of literary 
genres. Throughout his life he was gathering influences and developing 
them – the most significant influence on his work were the German and 
Scandinavian literatures he was clearly fond of. However, it is important to 
notice the influence his early investigations about symbolic poetry, French 
literature and Nietzscheism had on his career in general. 
Chatzópoulos was born in Agrínio (Αγρίνιο, in the northwest of 
Greece), on 11th of May in 1868. He was the firstborn of seven siblings in the 
family of a farmer Ioánnis Chatzópoulos and Theophany Stáikou. Two of his 
brothers chose a similar path with Costantínos. Dimítris, known as Mítsos or 
Boém, was also active on the field of literature, and Zacharías became a re-
porter. 
Chatzópoulos moved to Athens in a very young age since he had fin-
ished the schools in Agrínio and in Missolonghi before he turned 14 years 
old.16 He studied law at the University of Athens, but he made his first ap-
pearance in literature already during the first years in the capital city, by 
publishing some poems in several magazines. After finishing his studies he 
worked as a lawyer in Agrínio for a very short period during the years 1891-
93, until he inherited enough money to devote to the study of art.17 
Chatzópoulos completed his military service in Agrínio during the 
Balkan wars. After this, in his early career, he wrote poetry and published 
                                                          
15 Gr. Το φθινόπωρο, 1917 
16 In the end of the 19th century Greek pupils finished the compulsory education in the 
age of 17, as Costantínos’s brother Boém, Dimítris, also. See more Carvélis 1998:21 
17 Carvélis 1998:22 
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two collections by the year 1898, Songs of solitude18 and Elegies and ro-
mances19. He got influences from Greek literary life, from French symbolism 
and from his contact with the artistic movements in Germany. During the 
same period, together with Giánnis Cambísis (Γιάννης Καμπύσης 1872-
1901)20, he came up with the literary magazine Téchni (Τέχνη) that was pub-
lished during two years 1898-1899 in 12 issues. The magazine contained 
translations of contemporary European, mostly German and Scandinavian, 
literature and criticism, and was clearly composed in Nietzschean spirit. One 
of the main characteristics of the magazine was the use of Demotic instead 
of Katharévousa.21 Téchni was the first magazine in Greece written in De-
motic language. 
In 1900 Chatzópoulos travelled to Germany, where he met the Finn-
ish painter Sanny Häggman that was to become his wife. He stayed in many 
German cities and during the summer 1901 visited Finland for the first 
time.22 These travels in Germany and in the North had a remarkable influ-
ence on his future career. Tákis Carvélis refers to a letter that Chatzópoulos 
sent to his friend Carl Dietrich in 1902:  
 
 
 
                                                          
18 Gr. Τραγούδια της ερημιάς, Εστία Press 1898 
19 Gr. Ελεγεία και ειδύλλια, Téchni magazine 1898 
20 Giánnis Cambísis was a novelist, poet, playwright and translator. His production was brief 
due to his short life, but it is considered significant in the history of Modern Greek Literature 
because of its innovative influence. He translated e.g. Nietzsche and Strindberg and pub-
lished a Nietzscheist magazine Diónysos. 
21 Demotic was the spoken and common variety of Modern Greek language, and Katharé-
vousa had been created in respect of the Ancient Greek after Greece became independent 
in 1821.  
22 After this journey in 1901 Chatzópoulos published a detailed article about Finnish litera-
ture with the title A bit about Finnish Literature (Όλιγα περί Φινλανδικής φιλολογίας) in his 
brother’s literary magazine Diónysos (Διόνυσος) 1/1901. In the same issue was published 
also a translation of 41. and 42. songs of Kalevala. In 2/1901 of Diónysos was published an 
article about Alexis von Kraemer’s dissertation with the title Finnish Philology, Villiers de 
l’Isle-Adam in Finland (Ο Βιλλιέ ντε Λ’ Ιλ-Αδάμ εις την Φινλανδίαν). In 4/1901 a translation 
of Juhani Aho’s short story “Toisille” (Δι’άλλους) from the collection Lastuja (1899), with 
the note ”translated from Finnish by S.”, which seemingly points to Sanny Häggman. See 
Martzoúkou 2/2010:33 
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I live the great era of Germany. Schiller, Lessing and first of all Goethe bring me to 
life. With their guidance I turn around and understand the Parthenon that stands 
right behind my window.23 
After some years in Greece, first in Agrínio and afterwards in Athens, 
he moved to Germany with his family, and lived in Munich and Berlin during 
the years 1905-1914. In 1907 Chatzópoulos travelled to Finland for the sec-
ond time.24 It was in Germany that Chatzópoulos made his turn towards 
prose. It is clear that after a lot of reading and travelling the teachings of 
Nietzsche did not cover his quest for a change. He got familiar with Marxism 
and started to incorporate Marx’s teachings to his works and spread his 
message through articles and political organizations. Together with the 
change in his ideology appeared also a change in his literary orientation, 
when he turned from a poet to a novelist. It can be seen from his corre-
spondence that this was a surprise for his literary circles. For example Lám-
bros Porfíras (Λάμπρος Πορφύρας 1879-1932)25 writes to Chatzópoulos to 
Germany like this: 
I forgive Noumás (the newspaper) since it had such a surprise for me, to see your 
article about socialism. I can imagine that in Germany the movement of the ideas 
and the dignity of the persons supporting them must be something extraordinary 
and strong, to be able to change the faith of an extreme pre-Nietzscheist like you.26 
 
                                                          
23 Εγώ ζω με την μεγάλη εποχή της Γερμανίας. Schiller, Lessing και προ πάντων ο Goethe μ’ 
ανακαλούν στη ζωή. Με την οδηγία τους γυρίζω και καταλαβαίνω τον Παρθενώνα που 
υψώνεται αντίκρυ στο παράθυρό μου. Carvélis 1998: 55 
24 Sanny Häggman writes in her memoirs that during this visit Chatzópulos discussed until 
the morning with the Finnish poet Eino Leino, exchanging thoughts about their poetry. In 
1910 Chatzópoulos published his translation of Eino Leino’s poem Tumma (Ο Άμοιρος) from 
the collection Helkavirsiä (1903) in the newspaper Noumás (405:98). See Martzoúkou 
2/2010:34. Eino Leino translated also Goethe’s Iphigeneia by the year 1908 (Eino Leino, 
Kirjeet III: 18), as Chatzópoulos did by the year 1910. They both must have lived in Berlin 
during the translation process, but there are no documents of their possible encounter.  
25 Lámbros Porfíras was a recognized poet. He translated e.g. Balzac, Hugo, Baudelaire, 
Shakespeare, Defoe and Dickens. 
26 Του τα συγχωρώ του Νουμά μια και μου φύλαγε μια έκπληξη, να δω άρθρο σου για το 
σοσιαλισμό. Φαντάζομαι πώς αυτού στη Γερμανία η κίνηση των ιδεών και μαζί η αξιοπρέ-
πεια των προσώπων που τις κηρύττουν θα είναι κάτι καταπληκτικό και μεγάλο, για να μπο-
ρέσουν να καταφέρουν ώστε ν ’αλλαξοπιστήσει ένας άκρος πρώην Νιτσεϊστής σαν και ε-
σένα. (4/11/1907) Stavropoúlou 1989: 12, Porfíras 1964:228 
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After the turn to prose he wrote many different styles: naturalism in 
The Love in the Village27 and in The Tower on the riverside28 and in many of 
his short stories that were published in a collection titled Táso, In the Dark-
ness and other short stories29. Übermensch is a long, realistic short story that 
was published in 1915. It is also a representative of a roman à clef. In his late 
career Chatzópoulos turned back to symbolism with the work The autumn30 
and two collections of symbolist poetry Simple means31 and Nocturnal 
fears32. 
Chatzópoulos was considerably concentrated on drama. This is 
clearly visible in his translations which mostly consist of German and Scan-
dinavian plays. He knew French, German and Swedish and is known to have 
read many of the important European novels and plays. He took the field of 
translation as a challenge and worked on each translation for a notably long 
period of time. It was also about his interest to the Demotic language that 
put him forward to translate difficult and rich foreign texts. Valétas consid-
ers him as the most important translator in Demotic, since he brought to 
the Greek theatre twenty carefully written plays.33 Carvélis is in the opinion 
that his translations were purely of an educational and innovative character, 
and sees them as his way to bring forward the Greek nation.  His most im-
portant translations were Goethe´s Iphigenia in Tauris34 and Faust35, Gustaf 
                                                          
27 Η αγάπη στο χωριό, written before the year 1909, published in 1910 
28 Ο Πύργος του ακροποτάμου, written in 1908 with original title Κούλια του ακροποτάμου, 
published in 1915 
29 Tάσω, Στο σκοτάδι και άλλα διηγήματα, written during the 1910s, published all together 
in 1916 
30 In Greek: Το φθινόπωρο  
31 In Greek: Απλοί τρόποι 
32 In Greek: Βραδινοί θρύλοι 
33 Valétas 1940a:1245 
34 In Greek Ιφιγένεια εν Ταύροις, a play in five acts, first publication in 1910, latest publica-
tion from Εκδόσεις Ελευθερουδάκης in Athens in 1927. 
35 In Greek Φάουστ, τυπογραφείο Εστία 1916, εκδόσεις Ελευθερουδάκης, Αθήνα 1921, 
1929, 1950. 
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af Geijerstam´s The book about the little brother36, Hugo von Hofmanns-
thal’s Electra37 and Henrik Ibsen´s When We Dead Awaken38, but he worked 
also on August Strindberg, Franz Grillparzer, Nikolai Gogol, Gerhart Haupt-
mann and Herman Bang.39 During the period 1902-1905 in the Royal Thea-
tre were played plenty of works translated by him.40 
In addition to this Chatzópulos published actively both literary and 
social critic during a period of 21 years. From the articles he sent to several 
magazines and newspapers of his time, most important perhaps Noumás41, 
it is possible to follow the development of his search for aesthetics and ide-
ological orientation.  
Due to the beginning of the First World War, Chatzópoulos moved 
quickly back to Greece in the fear of coming-up chaos and closed borders. 
This was a big change in his career, because he gave up socialism and to-
gether with it a piece of his inspiration.42 A letter Chatzópulos sent to the 
Greek socialist leader Gianniós tells about his disappointment: 
                                                          
36 In Greek Το βιβλίο του μικρού αδελφού, translation from Swedish, Εκδόσεις Γ. Βασι-
λείου, Αθήνα 1915 
37 In Greek Ηλέκτρα, τυπογραφείο Εστία, Αθήνα 1916, Εκδόσεις Ελευθερουδάκης, Αθήνα 
1927 
38 In Greek Όταν ξυπνήσωμε νεκροί, literary magazine Dionysos (Διόνυσος), vol. A in 1901, 
p. 39-49, 90-98, 209-218, 289-301. 
39 See Stavropoúlou 1989:15 and Carvélis 1998:325 
40 The Royal Theatre (Βασιλικό Θέατρο) played from Chatzópoulos 8.1.1903 Sudermann: 
Κλεμμένη ευτυχία (Das Glück im Winkel, 1896), 16.1.1903 Bjørnson: Οι νεονύμφοι (De Ny-
gifte 1865), 20.2.1903 Raimund: Ο άσωτος (Der Verschwender, 1834), 1.1.1904 Shake-
speare: Η δωδέκατη νύχτα (The Twelfth Night 1601-1602), 18.3.1904 Goethe: Ιφιγένεια εν 
Ταύροις (Iphigenie auf Tauris, 1786), 20.11.1904 Goethe: Φάουστ (Faust, 1808), 4.1.1905 
Bjørnson: Γεωγραφία και έρως (Geografi og kjærlighed, 1885), 26.1.1905 Grillparzer: Προ-
μάμμη (Die Ahnfrau, 1817), 5.11.1905 Grillparzer: Ηρώ και Λέανδρος (Des Meeres und der 
Liebe Wellen, 1831), 2.12.1905 Friedrich Halm: Ο υιός της ερήμου (Der Sohn der Wildnis, 
1842). See Carvélis 1998:25 
41 Noumás (Νουμάς) was a literary magazine that was published during the years 1903-
1931, Dimítris Tagkópoulos as the founder. Its main goal was to promote the Demoticist 
movement. See Voúrnas 1974:591. The magazine was actually established in 1903 as a re-
action to the Gospel Riots in Athens in 1901. See e.g. Eleftheroudákis, Cóstas, Mnimósina 
protopóron, Nea Estia vol. 28, part 332, p. 1237, 15/10/1940. 
42 In a letter he writes to Greek communist leader N. Gianniós about Greek socialism: The 
homily of socialism according to the foreign standards is still early for the Greek worker. The 
first thing he needs is to learn to read and to write and to get some lessons of ethics.  (Το 
κήρυγμα του σοσιαλισμού κατά ξένα πρότυπα είναι πρόωρο ακόμα για το ρωμιό εργάτη. 
Το πρώτο που του χρειάζεται είναι να μάθει να διαβάσει και να γράφει και να πάρει μερικά 
ηθικά μαθήματα.) Stavropoúlou 1989:12 
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If I got bored, as you well understood, of those Demoticist pretend socialists, I did 
not get bored with socialism, it actually is the only topic that brings me the will to 
live. Last year and the year before that, while I was writing to Noumás about so-
cialism, I had energy to write meanwhile three short stories, to translate Iphigenia, 
pieces of Faust etc. Now, since I have not had a chance to discuss about socialism 
with anyone since Christmas, I have neither picked up a pen nor opened a book. For 
me socialism is inspiration.43 (25.5.1910 from Munich) 
In Athens he spent time with a group of sociologists44 and was en-
hanced with the Demotic movement and with the politics of Elefthérios 
Venizélos. Many of his works and translations that he had written in Ger-
many were published during the time he stayed in Greece. Venizélos named 
him as the head of the censorship.45 
Chatzópoulos´s work was left incomplete. In 1920 he was travelling 
with his family on an Italian steamboat called Montenegro to bring their 
property left behind in Munich, when he suffered a sudden, lethal food poi-
soning. Fótos Polítis (Φώτος Πολίτης 1890-1934)46 writes after his death:  
In his last works he tries to give a form to the ideals that his observations and opin-
ions about the phenomena of human life had brought up. He wanted to show per-
sons as he saw them and to find a way to express the truth that speaks the language 
of his soul. Unfair, early, hard, death stopped suddenly this great endeavour.47 
 
                                                          
43 Αν βαρέθηκα, όπως το ένιωσες καλά, τους δημοτικιστές ψευτοσοσιαλιστές, ωστόσο όχι 
δε βαρέθηκα το σοσιαλισμό, μα είνε κ η μόνη κουβέντα που μου ανοίγει την ώρεξη να ζω. 
Πέρσι και πρόπερσι αρθρογραφώντας στο Νουμά για σοσιαλισμό είχα την όρεξη να γράψω 
στο μεταξύ τρία μακριά διηγήματα, να μεταφράσω Ιφιγένεια, κομμάτια από το Φάουστ 
κ.λ.π. Τώρα μην έχοντας την περίσταση να φλυαρίσω πουθενά για σοσιαλισμό από τα Χρι-
στούγεννα κ’εδώθε ούτε ξανάπιασα πέννα για να γράψω άλλο τίποτες ούτε ξανάνοιξα με 
πολλή όρεξη βιβλίο. Για μένα ο σοσιαλισμός είναι το κεντριστήρι. Stavropoúlou 1989:16, 
Carvélis 1998:125-126 
44 Chatzópoulos founded the Association of Social and Political Sciences (Εταιρεία Κοινωνι-
κών και Πολιτικών Επιστημών) with a group of sociologists in 1916. See more Stavropoúlou 
1989: 13. Carvélis 1998: 338, 379 The group of socialist-oriented sociologists had already 
been gathering since 1907. See more Voúrnas 1974:589. 
45 The censorship was established to fight the royalists, the supporters of King Constantine 
I. More than 200 officers were hired, and the nearest assistants of Chatzópoulos were Con-
stantínos Theotókis, Zacharías Papantoníou and the painter Cogievínas (Κογιεβίνας). See 
Carvélis 1998:380, Häggman-Chatzopoúlou 2012:103 
46 Fótos Polítis was a director and in a very significant position in the history of Greek thea-
tre. His criticism of all the art scenery in Athens is broad and widely recognized. 
47 Είς τα τελευταία του έργα, προσεπάθει να δώση μορφήν είς το ιδεώδες, που τον οδήγει 
είς τας παρατηρήσεις του και τας κρίσεις  του επί των φαινομένων της ζωής, να πλάση 
ανθρώπους, όπως αυτός τους επόθει και να εύρη την έκφρασιν της αληθείας, που ωμίλει 
είς την ψυχήν του. Άδικος, πρόωρος, σκληρός θάνατος έκοψεν απότομα την υπερτάτην 
αυτήν προσπάθειαν… Valétas 1940 
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Chatzópoulos’s meaning to his time was remarkable. He released 
the first literary magazine written in Demotic, introduced Nietzscheism in 
Greece, brought Demotic to the theatres through his translations, was the 
first together with Constantínos Theotókis (Κωνσταντίνος Θεοτόκης 1872-
1923)48 to criticize the status of women in the Greek society, to promote 
socialism in Greece through naturalistic and realistic prose and to write the 
first symbolist novel in Greece. I put the importance in his career to his will 
to develop.  
However, it has been widely discussed how the variety of 
Chatzópoulos’s works should be interpreted and evaluated. His works in-
clude realism, naturalism, symbolism; prose, short stories and poetry; trans-
lations of dramas and communistic manifesto; and even a roman à clef. Car-
vélis uses the Greek term dichasmós (διχασμός), in English schism, to ex-
plain this phenomenon; Chatzópoulos’s artistic career was divided into fac-
tions. Carvélis uses as an example the collections of poetry Chatzópoulos 
published in the beginning of his career in 1898, and in the end of his career 
in 1920. They form a symmetry that highlights the schism created in be-
tween. The first collections are an outcome of a national romantic period 
and gradually point towards symbolism. The last collections are the turning 
point, where Chatzópoulos, due to ideological changes and foreign influ-
ences, moves from realism and naturalism towards symbolism - perhaps to-
wards symbolism more mature and more digested.49  
Even though the critics in general did not complain about the quality 
of Chatzópoulos´s works, there was also criticism with a grain of salt. Stav-
ropoúlou sets two interrelated questions: 1. Is Chatzópoulos just one of the 
national romantic writers, or did he manage to bring forward Modern Greek 
literature with his experimentations and with his broad knowledge of Euro-
pean culture? 2. Did his ideological endeavour help or disturb his profession 
                                                          
48 Sanny Häggman writes in her Memoirs that after Chatzópoulos’s death Costantínos The-
otókis stayed in their house and finished the corrections in the texts that had not been 
finished. Theotókis was a novelist and a translator of the Heptanese School. 
49 Carvélis 1998:56 
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as an artist? Did he create authentic figures or just puppets to serve his ide-
ological needs?50 
Pétros Cháris (Πέτρος Χάρης 1902-1998) answered to this question 
in his prologue for Néa Estía newspaper’s anniversary publication 20 years 
after Chatzópoulos:  
He did not settle anywhere, did not grow deep roots to any land, and did not get 
familiar or satisfied with only one spiritual or literary atmosphere. Many endeavour 
renewal and flight. But Chatzópoulos did not search only persistently and exhaust-
ively. He brought his search to agonizing intensity.51 
 
Apóstolos Melachrinós (Απόστολος Μελαχρινός 1880-1952)52 inter-
prets this schism as a disadvantage:  
In all the chosen styles there was something missing. Strong individualism, a final 
seal. From the beginning to the end of his literary career he has a tendency towards 
uncertainty, to be suspicious. See his theories, technique and perhaps even the lan-
guage.  Since the beginning Cóstas Chatzópoulos differs with the musical tone he 
had and that was livelier than of any others.53 
The literary critic Apóstolos Sachínis (Απόστολος Σαχίνης 1918-1997) 
does not see any negative influence deriving from his ideology: 
Those nine years he spent in Germany were the most fruitful for his prose produc-
tion. His stimulus for socialism and the original enthusiasm for Karl Marx’s theories, 
even if they caused even more spiritual schism in his career, were not visible in his 
works.54 
                                                          
50 Stavropoúlou 1989:45 
51 Δεν καταστάλαζε πουθενά, δεν έρριχνε βαθιές ρίζες σε καμμιά γη, δεν εγνώρισε και δεν 
ικανοποιήθηκε από ένα μόνο ψυχικό και καλλιτεχνικό κλίμα. Αρκετοί αποζητούν την ανα-
νέωση και την φυγή. Μα ο Χατζόπουλος δεν αναζητούσε μόνο επίμονα κ’ εξαντλητικά. ‘Έ-
σπρωξε την αναζήτηση του σε μαρτυρική ένταση. Néa Estía 1940: Ένας δραματικός ορα-
ματιστής, Pétros Cháris [Πέτρος Χάρης 1902-1998] was a Greek writer, translator and a 
critic.  
52 Melachrinós was a poet influenced by Mallarmé and Valéry. He translated Ancient Greek 
plays to Demotic. He was the translator of the Oresteia of Aeschylus that led to a serious 
conflict in front of the Royal Theatre in 1903 between the conservatives and the Demotists. 
53 Σ’ όλα τα είδη του λόγου του έλειπε κάτι: ο δυνατός ατομισμός, η τελειωτική σφραγίδα. 
Απ’ την αρχή ως το τέλος του λογοτεχνικού του έργου φαίνεται να κρατάει μια στάσην 
αβέβαιη, ν’ αμφιβάλλει ολοένα. Πιάσε απ’ τις θεωρίες ως την τεχνοτροπία του κι ίσως α-
κόμη και στη γλώσσα. Ο Κώστας Χατζόπουλος ξεχωρίζει απ’ την αρχή με μια νότα μουσική, 
πού είχε και πού ήταν υποβλητικώτερη απ’ τους άλλους. Nea Estía 1940:1310 
54 Αυτά τα εννιά χρόνια που πέρασε στη Γερμανία στάθηκαν τα πιο γόνιμα για την πεζο-
γραφική παραγωγή του. Η μύησή του στο σοσιαλισμό και ο αρχικός ενθουσιασμός του για 
τις θεωρίες του Karl Marx, παρ’όλο που αποτέλεσαν μια ακόμα αιτία του ψυχικού διχα-
σμού του, δε ζημίωσαν την πεζογραφία του. Carvélis 1998:126 
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It is clear that Chatzópulos did not master any literary genre nor 
technique, but he was the pioneer. In most of his works he was in the front-
line of social criticism. Especially in his late career, he carefully searched for 
different ways of expression and brought these ideas to the Greek readers, 
often for the first time. It is recognized that especially his experiments in 
writing improved the artistic usage of Demotic in his time.55 He used both 
Demotic and the dialects within it to emphasize the characteristics of the 
people in his novels. 
Chatzópoulos was the first who dared to publish a magazine in Demotic and after-
wards he was the first to bring the language to the theatres and with success. His 
name will be eternal in the literary history. –Costantínos Theotókis 1903-56 
 
1.2. Turn-of-the-century Athens 
 
Urbanization is in Greek αστικοποίηση, which derives from the Ancient 
Greek word άστυ.57 The Athenians used this word to call the city of Athens 
itself; in this sense urbanization in Greek means literally “atheniazation”, 
which actually happened. In the beginning of the 20th century the process 
was just beginning.  
Reading different European studies of experiencing the city high-
lights the point already mentioned in the introduction: attention must be 
paid to the differences in the trajectories of the Greek development. Even 
somewhat urbanized, in 1900 Greece was still periphery of Europe and fol-
                                                          
55 He is known for having revised the text notably many times and for making changes to 
the word choices and expressions in between different publications. Stavropoúlou 
1989:313-344 
56 Ο Χατζόπουλος ετόλμησε πρώτος να βγάλη περιοδικό στη δημοτική και εκατάφερε έ-
πειτα πρώτος να μπάση τη γλώσσα στο θέατρο και με επιτυχία. Το όνομα του θα μείνη 
αθάνατο στην ιστορία των γραμμάτων. Valétas 1940:1307  
57 ἄστυ, τό, Επικ. γεν. -εος, σε Αττ. -εως· Αττ. πληθ. ἄστη· I. πολιτεία, πόλη, σε Όμηρ. κ.λπ.· 
Σούσων ἄστυ, η πόλη Σούσα, σε Αισχύλ.· ἄστυ Θήβης, σε Σοφ. II. οι Αθηναίοι ονόμαζαν την 
Αθήνα Ἄστυ, όπως οι Ρωμαίοι καλούσαν τη Ρώμη Urbs, κυρίως χωρίς το άρθρο (κατά το 
κοινώς λεγόμενο, «βρίσκομαι στην πόλη», «πηγαίνω στην πόλη»), σε Αριστοφ.  
ἀστικός, -ή, -όν (ἄστυ)· I. αυτός που ανήκει σε πολιτεία ή πόλη, αντίθ. προς την εξοχή, σε 
Αισχύλ.· τὰἀστικὰ Διονύσια (επίσης καλούνται τὰ κατ' ἄστυ), σε Θουκ. II. όπως το ἀστεῖος, 
ευγενικός, όμορφος, ωραίος, λεπτός, χαριτωμένος, ἀστικά (ως επίρρ.), σε Θεόκρ. (See Lid-
del&Scott: Electronic sources) 
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lowed the Western countries some steps behind. The society was conserva-
tive and the differences between the country and the city huge, even if the 
city was not willing to digest the modernist ideas with the same speed as 
the other countries. Eléni Bastéa writes in her research The Creation of Mod-
ern Athens that we should not force close parallels between the urban ex-
perience in fin-de-siècle Athens and that of other contemporary industrial-
ized capitals. In Greece modernity was played out in minor tones. 58  
When Athens was declared the capital in 1834, it had only 10.000 
inhabitants. It started to grow in size, and until 1870 it had 43.000 inhabit-
ants, in 1890 150.000 inhabitants, in 1907 250.000 inhabitants, in 1920 
453.000 inhabitants and in 1930 850.000 inhabitants.59 Athens doubled its 
size first from 1907 to 1920 and again from 1920 to 1930. Between 1910 
and 1920 10% of the Greek population lived in Athens.60 The population was 
still much smaller than in most of the European cities and resembles more 
to the population growth of Helsinki: 
 
Berlin   1850: 419,000  1910: 2,071,000 
London  1850: 2,685,000 1910: 7,256,000 
Paris   1850: 1,053,000 1910: 2,888,000 
Vienna  1850: 440,000  1910: 2,031,00061 
Helsinki 1850: 21,000  1907: 100,00062 
 
However, the level of modernization cannot be calculated so simply. 
Papakóstas underlines the difference between education in Greece and in 
France: In 1907 only 12% of the French men was illiterate and in Greece 
even 40,5%. Of the Greek women were illiterate 82%.63 Bastéa argues that 
                                                          
58 Bastéa 2000:187 
59 Papakóstas 2011:29-30 
60 Burgel 1976:143 
61 Kern 2011:12 
62 Electronic source: Helsinki 200 years as capital. 
63 Papakóstas 2011:54 
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often problematic was the contrast: cosmopolitan and well-educated 
Greeks held positions of authority over Greeks who were often illiterate.64 
Athens changed a lot during the long and stable reign of George I, 
King of the Hellenes, from 1863 to 1913, and especially after the govern-
ment of Charílaos Trikoúpis stabilized in 1882. Trikoúpis followed the poli-
tics of developing the already existing Greece. In the opposition was the Na-
tional Party led by Theodoros Deligiánnis. It was trying to spread the Great 
Idea of joining all the Greek-speaking parts to their motherland. During 
Trikoúpis’s government the system of the country was renewed politically, 
culturally and economically; on one hand Greece invested to infrastructure, 
export and industry, and on the other hand to museums, theatres, libraries 
and concert halls. The canal of Corinth was built in 1893.65 
Greece´s development had a rising direction in general since its in-
dependence, but it was often slowed down by the political situation, which 
was hardly ever stable. 66 The culmination of the country´s development of 
the time were the Olympic Games in 1896. Due to the national feeling de-
riving from the Olympics, the sudden and embarrassing defeat to the Otto-
mans in the war in Crete and in the north of Greece in 1897 was such a hit 
to the modern Greeks. Greece had to agree on minor territorial concessions 
in favour of Turks and to an indemnity. After the war Greece got bankrupt, 
and had to accommodate itself under international supervision. This was 
one of the factors that gave the seeds to the revolution of Goudí in 1909, 
where the army demanded King George I strip of his family’s military com-
missions. The military movement joined forces with Elefthérios Venizélos, 
                                                          
64 Bastéa 2000:187 
65 Zappeio and Royal Theatre that are mentioned in Übermensch were built in 1888 and 
1901. Papakóstas 2011:30 
66 Bastéa (2000:184) illustrates the fin-de-siècle Athens by two contemporary incidents of 
turbulent political currents in 1894: It was the year of the first celebration of the Worker´s 
Mayday in Athens. One of those arrested by the police declared provokingly to the exam-
ining judge: “All the world is my country and all the people are my brothers”. It was also in 
the same year that eighty-six officers broke in to the offices and printing presses of the 
newspaper Acropolis and destroyed them, because the paper had expressed reservations 
for the army, the race, and the Great Idea. See also Vitti 2008:316. 
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who had become influential in the Greek politics since the beginning of his 
career between the revolutionists in Crete.67 
Elefthérios Venizélos was elected prime minister of Greece in 1910 
and a lot of economic and constitutional reforms took place. Venizélos ar-
ranged the army to be retrained by French and British help, and meanwhile 
united the Christian countries in the Balkans against the Ottomans. Greece 
entered the Balkan Wars against the Ottomans together with other Balkan 
countries, and conquered many Greek-speaking areas doubling its size. Dur-
ing the First World War, Elefthérios Venizélos brought Greece to the side of 
the Allies, and caused national schism between the venizelists and the roy-
alists. After the victory of the Allies, Venizélos had a good basis to continue 
for the goal of the Great Idea, Megali Idea. During the years 1919-1922 
Greece and the Ottoman Empire were in war, which Greece in the end lost. 
The conclusion of the war was the Treaty of Lausanne, an agreement to ex-
change populations between Greece and Turkey. This meant in practice that 
all the Christian orthodox population in Turkey was forced to move to 
Greece and all the Muslim population in Greece was sent to Turkey. Accom-
modation had to be organized for more than 1,500,000 Christian Turks in 
Greece and 460,000 Muslim Greeks in Turkey.68 This influenced also the 
population in Athens, and many new neighbourhoods were built for the 
needs of the refugees.  
Bastéa suggests that “the drive to be modern does not figure prom-
inently in the period´s rhetoric in Greece. The aims were rather more spe-
cific: how to join the West and how to articulate a national voice and iden-
tity”. In such a new and small state at the periphery of Europe, these aims 
were themselves rooted in contradiction. Bastéa makes a comparison: “In 
northern Europe the artist was in Baudelaire’s logic his own king and priest. 
In Greece however, religion continued to play a central role in the life of the 
inhabitants, both in the provinces and in the urban centres.” Bastéa refers 
                                                          
67 Burgel 1976:170 
68 Papakóstas 2011:21-32 
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to the letter Aléxandros Papadiamántis (Αλέξανδρος Παπαδιαμάντης 1851-
1911) wrote in 1893:  
The Englishman, German, or Frenchman is allowed to be cosmopolitan or anarchist, 
or atheist, or whatever. He did his patriotic duty, built a great country. Now he is 
free to announce, because of this luxury, his absence of faith and his pessimism. But 
the little Greek of today, who wants to appear in public as a cosmopolitan or athe-
ist, resembles a dwarf reaching on the tips of his toes and stretching in height so as 
to appear as a giant, too. The Greek nation, that which is enslaved, but no less that 
which is free, has and will always have need for its religion.69 
 
Bastéa refers also to people´s recalcitrance to urban change in 
Greece: “While residents did not halt physical change, they questioned the 
official rhetoric, and tested and resisted change – at least for a while – by 
refusing to alter their patterns of everyday life and work, and by remember-
ing and reinventing the past modes of life.”70 From E.D. Roídis’s article in 
1896, Bastéa has found also prove that the Greeks were not so fascinated 
about the city:  
Many of these villagers come to Athens for the first time, but instead of turning 
admiring glances right and left, they parade indifferent to all they are seeing for 
the first time. Among the endowments of the Greek villager should also be counted 
his complete indifference to anything from which he has nothing to lose and noth-
ing to gain.71 
Even if the city could enjoy development, there were many things 
that made it resemble a big village. The city streets started to be named 
from 1880 onwards. Until 1887 the city was lit by only 900 lanterns, the 
problem of the lacking water was not solved before 1900, and the first 
streets were asphalted after the change of the century.72 Diseases spread in 
the harbours, and the working conditions in the industry were very hard. 
The mortality rate especially among children was very high in Athens: in 
1879 it was 24% in Athens and 18% in the provinces.73 However, the coun-
tryside was yet another story. A big divide separated the urbanizing Greeks 
                                                          
69 Bastéa 2000:182-183 (translated by Bastéa), see in Greek Vitti 2008:305, the prologue 
of Papadiamántis’s short story Lambriátikos Psáltis (Easter Chanter) in the newspaper 
Acrópolis in 1893. 
70 Bastéa 2000:188 
71 Ibid. 2000:163 (translated by Bastéa) 
72 Kairofílas 1995:67-69 
73 Burgel 1976:362 
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from their compatriots in the villages. Life in the country was marred by de-
ceit, profiteering, and robbery.  
1.3. Short stories in short 
 
James Phelan’s research’s topic is about the other people’s stories, the nar-
rations by characters. He is interested in the ways their living gets converted 
into their telling and how such stories – as distinct from those in which the 
storyteller is not a character – create their effects. He uses the term charac-
ter narration rather than the more common first-person narration or ho-
modiegetic narration by Gérard Genette, because of user-friendliness and 
descriptiveness.74 If the narrator is other than the protagonist he uses the 
term observer narration.75 Since the majority of the stories in my study are 
other people’s stories, I find it reasonable to rely on Phelan’s terminology 
whenever referring to the narrations, even if Phelan’s interest in the relia-
bility of the character narrator is in most of the cases outside my focus.76  
Übermensch is a story about Níkos Gávras, a writer and a traveller, 
who lives in a bohemian and individualistic way. The story takes place both 
in Athens and in Níkos´s childhood home in the countryside. The narrator 
functions77 in the beginning and in the end of the story are built interest-
ingly: The observer narrator tells the story of his cousin Níkos to the narratee 
that is apparently his friend. Níkos is described as an arrogant and selfish 
artist that neglects his family and takes advantage of his closest ones. He is 
broke, but travels to Syra to sell tobacco, fails and returns to his village, trav-
els to Germany to try out wine trade and returns after many years to Athens; 
                                                          
74 Character narration is indirect; an author communicates to her audience by means of the 
character narrator’s communication to a narratee. There are two audiences: the narrator’s 
audience is the narratee and the author’s audience is the authorial audience. Phelan 
2005:1-30 
75 Phelan 2005: Preface 
76 According to Phelan there are six main types of unreliable narration: misreporting, mis-
reading and misregarding call for the audience to reject narrator’s words and reconstruct 
an alternative; underreporting, underreading, and underregarding make the audience sup-
plement the narrator’s view. See Phelan 2005:211-219 
77 Disclosure functions refer to the communication along the track from the narrator to the 
authorial audience, while narrator functions refer to the communication along the track 
from the narrator to the narratee. Phelan 2005:214-215 
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seemingly satisfied. Simultaneously, the narrator tells his own story, which 
Níkos was influencing; about the relationship with Níkos’s family, his rela-
tionship with Thália, who is the sister of a common friend Veladrápas, and 
their experiences with Níkos’s literary circles. In the end of the story the 
übermenschness of Níkos turns to a bad end, when he tries to marry Thália; 
everything ends up to a disaster and his incapability to respect social rules 
comes to light, when he escapes with the poetess Hippolyte.78 
You see what kind of person this cousin of yours is! [---] 
Übermensch, I answered smiling.79 
 
Life is the story of Aristídis Keraméas, who has been working for the 
last twenty years in a telegraph office. The narrator is an omniscient non-
character narrator.80 The plot has four settings: Aristídis´s room, the tele-
graph office, a small restaurant where he takes his lunch, and the bride’s 
house. The story begins at Aristídis´s house, where he swears when his 
Greek coffee boils getting ruined and says “Is this life?” He is presented as 
an erudite person that has been a victim of the circumstances. His father 
had been an orthodox priest in his home town and he had learnt to love the 
language in the church since he was a child. He had studied philology at the 
University of Athens, but he could not finish the degree due to economic 
problems. The first years he had been satisfied as a telegrapher, but after 
having been caught for making an anonymous complaint about the bad con-
dition of their office, he had been sent to work outside the city. Returning 
to the city he was low-waged and in debt.  The present day of the narration 
                                                          
78 In Ancient Greek mythology Hippolyte was one of the Amazon leaders. Fetching Hippol-
yte’s golden girdle of Ares is the Ninth of Heracle’s twelve labours.  Hippolyte is attracted 
to Heracles and willing to give him the girdle, but Hera spreads the rumour that Heracles 
would abduct Hippolyte, whereupon the warrior-women mount their horses and try to 
save her. Heracles suspects treachery and kills Hippolyte. Graves 1996:160-163 
79 «Βλέπεις τι άνθρωπος ήταν ο ξάδερφός σου!» είπε έπειτα και σηκώθηκε. 
«Υπεράνθρωπος», χαμογέλασα. Chatzópoulos 1989:135 
80 This choice in the means of narration is unusual to Chatzópoulos and it is probably used 
to emphasize the protagonist´s loneliness. In the rest of the short stories the narrator is a 
character narrator, who has some kind of a relationship with the protagonist. This choice 
verifies the image that the protagonist does not have anyone to observe him. Lehan’s non-
character narration is Genette’s heterodiegetic narration. See Phelan 2005:211-219 
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is the first day at the office, when he does not feel familiar with the sounds 
of the typewriters and feels that  
[--] his life is bind with the typewriters, that today in the office he was himself just 
a wheel, a button, a screw. This day his being doesn’t want to bind with the ma-
chine.81 
Aristídis agrees with a friend to marry a girl from his family, and for 
a moment he thinks he has found the solution for happiness. Finally, after a 
long period of thinking and waiting, the plan does not work out and Aristídis 
ends up following the same, old pattern in his life.  
Alivéris´s tower tells about Themistoklís Alivéris. The observer narra-
tor tells Alivéris’s story82, in the group of student poets they both belong to, 
to the ideal narrative audience. Both Alivéris and the narrator try to publish 
their poems in literary magazines. Alivéris has a dream of living in a tower83, 
and since poetry does not seem to bring him there, he begins to write a 
romantic novel, which, being incomprehensible and strange, makes all the 
group feel inconvenient. He publishes the book but does not get any reviews 
and it is soon forgotten. Only his tower remains as a myth among the writ-
ers. Alivéris disappears and ten years pass until the narrator coincides him 
on the street. Alivéris invites him for a visit, and the narrator travels to his 
house on the seaside, sees him content with his family and with his work as 
a lawyer. Later Alivéris brings him to the railway station with his carriage 
and the character narrator looks at him walking away: 
[---] and as I saw him opening his umbrella made of silk and hurrying under the sun, 
I don’t know why I felt suddenly so sad, much more sad than I had felt seeing him 
                                                          
81 [---] πώς η ζωή του ήταν δεμένη με τις μηχανές, πώς κι αυτός ο ίδιος ήταν εκεί μέσα ένας 
τροχός, ένα κουμπί, μια βίδα. Σήμερα όμως το είναι του δε θέλει να δεθεί με τη μηχανή. 
Chatzópoulos 1989:230 
82 The narration is unreliable since the character narrator both misregards and underre-
gards Alivéris’s story. 
83 In his novel Tower on the riverside (Ο πύργος του ακροποτάμου) Chatzópoulos uses the 
symbol of tower to picture the decadent fate of the aristocracy by narrating the story of 
four upper-class sisters that are left orphans and try to hide their deteriorating tower in all 
means. 
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to wrap the pilchards in paper and raise his sleeves, to run in the rain and wind to 
get back home, to struggle to finish his novel.84 
Táso is a story narrated by an observer narrator85 that in the begin-
ning of the story is a medicine student and in the end a doctor. The story is 
an interesting case because it combines the genres of realism and natural-
ism: The narrator´s story is told realistically, but the stories of Táso and her 
husband follow a naturalistic course. The setting is a street in a small village 
and the houses of the doctor’s wealthier family and of Táso’s poor family on 
the opposite side of the street. The narrator and Táso are friends when they 
are children, but since puberty they step by step get distant from each 
other. The narrator narrates the story about every summer with gaps of half 
a year or more, since he goes to the school in the nearest city in the winter.86 
Táso’s mother dies and afterwards her brother. She stays alone with her 
blind grandmother in the opposite side of the narrator’s house.  
Since the beginning of the story Táso attracts the narrator. When he 
returns to his village as an educated doctor, he cannot keep from seducing 
her. He does not interpose, when Táso is married to his family’s servant, but 
wants to have an affair with her later on. They meet from time to time, and 
when the narrator plans to marry a girl with a dowry big enough to fund the 
extension of plantations he wants to make, Táso starts to blackmail him say-
ing the narrator is the father of her children, and leaves her own husband. 
Her husband falls ill, but Táso won’t return to him and has affairs with other 
men in front of the doctor´s house. In the end the narrator marries the girl 
in spite of the rumours about Táso, and Táso continues her decadent life. 
                                                          
84 [---] και τον είδα να ανοίγει την μεταξωτή ομπρέλα του και να φεύγει βιαστικός στον 
ήλιο, δεν ξέρω γιατί μ’έπιασε μια θλίψη μέσα μου, θλίψη πολλή, όση δε μ΄έπιανε μια 
φορά, όταν το έβλεπα να διπλώνει τις σαρδέλες στο στράτσο και σηκώνοντας το γιακά να 
τρέχει στη βροχή και στο βοριά να φτάσει σπίτι του, ν’αγωνιστεί να τελειώσει το ρομάντσο 
του. Chatzópoulos 1989:269 
85 In Táso the character narrator is a naïve unreliable character narrator. He describes e.g. 
facial expressions that are clues for the authorial audience to understand the emotional life 
of Táso, but does not admit having understood them himself. This makes the narration 
unreliable, because the authorial audience can blame him for misreading the situation. 
86 It is clear that Táso is the protagonist and the narrator an observer narrator because he 
does not refer to any events of his life that are not connected to Táso. 
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Her husband, after staying away for a while, returns to the village to see his 
children before he dies. 
The sister takes place in the countryside. It is a combination of natu-
ralistic and symbolist narration. The observer narrator is the little sister of 
the protagonist and the narratee coincides with the ideal narrative audi-
ence.87 After their mother’s death the younger siblings move to live with 
their grandparents in the countryside, but the oldest sister is sent to school 
in the city. The only contact to her is through letters and presents. When 
she finishes the school she comes to stay at her grandparent’s place. The 
younger siblings feel nervous, when they see her arrive in a white dress, hat 
decorated with roses and wearing high heels. The next day she is not “a 
lady” anymore, but wearing a normal skirt and a scarf covering her hair, as 
they go to play to the river. At one point the children’s father arrives to the 
house and the next day he takes the sister with him. Where they go is not 
narrated, but the complicated atmosphere the event creates can be felt. 
Sometime later the sister suddenly returns to the house. She brings with her 
a strange sadness and silent whispering. Silent whispering with the grand-
mother in her room and silent whispering between the grandparents every 
time they are alone. The grandmother has often tears in her eyes and the 
grandfather smokes nervously in the corridor. The sister is sick they say. The 
character narrator points out that there was no doctor called to see her. The 
sister spends all the winter in the same room and never leaves the house 
again. One day when she is again looking out from the window in the living 
room88 she says to the narrator:  
Only inside here the world is beautiful. 89 
                                                          
87 In Phelan’s terminology ideal narrative audience is the hypothetical audience to whom 
the narrator is telling the story. In the case of The sister there is only ideal narrative audi-
ence and no reference to a separate narratee that would form a second layer to the narra-
tion. 
88 Stavropoúlou has connected the description of the garden the sister is looking at to 
Chatzópoulos’s childhood house in Agrínio. See the article Stavropoúlou: Views of the birth-
place and Sanny Häggman-Chatzopoúlou: My Memoirs.  
89 Μόνο εδώ μέσα είναι όμορφος ο κόσμος. Chatzópoulos 1989:288 
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Some days later she is found dead from the river. The only thing that 
reminds the family of her is a picture that had been taken in the school in 
the city. 
In the Darkness is a dark story about a migrant woman Stélia that 
has escaped the poverty of her hometown with her husband Stávros, after 
having being captured and tortured by soldiers during the war. The narrator 
is a noncharacter narrator that is omniscient when it comes to Stélia.  The 
couple has ended up living in a room in the suburbs of Athens and has a 
new-born baby. Stávros is sick and alone in the room. He had started to visit 
the cafenios of the city regularly, had managed to turn himself an alcoholic 
and a gambler and once returning home drunk he had slipped off on the 
street and got a wound that would likely never heal. Stélia works outside 
the house and takes care of the baby. Stávros behaves very beastly to Stélia. 
The authorial audience gets to know that Stávros had never loved Stélia, 
because of her accident with the soldiers in the past, and that their relation-
ship was hardly ever better.  
Antónis is one of the companions of Stávros in the cafenios, and vis-
its the house regularly bringing food and forbidden alcohol, and it is evident 
he does this to seduce Stélia. When the situation becomes unbearable to 
Stélia she leaves from the house with her baby and runs and runs further 
from the city and has no place to go. She spends the night out until she gets 
terrified of the darkness and runs back home. Antónis stays in their house 
and Stávros has no more hope. One night Stávros’s situation goes worse and 
Antónis realizes it is his time. Stávros is dying and Antónis tries to force Stélia 
to sleep with him. Stávros understands what is happening and tries to attack 
the baby he can reach. Stélia runs to the baby and Antónis suffocates Stáv-
ros meanwhile in his bed. Stélia does not stop shouting “murderer” no mat-
ter how Antónis tries to stop her, and when the neighbours arrive to the 
door Antónis is already gone. They see Stávros dead and think that Stélia 
shouts to the Charon she must have seen with her own eyes. 
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Teacher´s house is a story of a former peasant man, who has come 
to the city to marry the daughter of a relatively rich merchant. He lives to-
gether with his wife, his father-in-law and his sons. One of the sons is the 
observer narrator. In the beginning he cannot find work in the city, since all 
the professions he knew in the countryside are occupied. After some time 
his father-in-law demands him to work, and the only thing he can think of is 
to become a merchant and a usurer. He ends up bankrupt. Everything the 
lenders could not reclaim is left to the father, and so he continues going on 
court and tries to reclaim his property with an usher. The court decisions 
pile up in his drawer since he is not hard enough to unhouse people. The 
father-in-law bullies him constantly for being incapable. The protagonist 
feels inferior and avoids looking him in the eyes. The wife cannot pay any 
more trials and in the end the only thing left to them is the small house they 
had been renting to the family of a dance teacher and tailor, during the good 
years for free. There is a sudden chance to sell it, but only if it is empty. 
When the teacher´s family will not leave the house, the protagonist per-
suades his wife to unhouse them. They break the door, lift the broken and 
small in amount furniture to the street, and leave the mother outside to-
gether with her children. After this the child character narrator says that it 
was the first day his father had the courage to look his father-in-law in the 
eyes.  
Annió is a more complex case because it contains so many combina-
tions of space and characters. The story has three layers; the observer nar-
rator is a merchant, who has listened the story of Táso the doctor dictated, 
and begins to narrate his own story, in which Annió is the protagonist. She 
lives in the city in an upper class house. The observer narrator tells their 
story, and turns to a character narrator when he describes his own life out-
side the city of Annió. He is originally from a small village and he has been 
sent to work in a small grocery store in the city. As a child he is bullied, but 
when years go by Annió is a girl that takes him seriously. They start to meet 
at the well and on the side of her house. Annió’s parents forbid them to 
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meet again, and finally they threaten the narrator with police. He decides 
to leave and make a fame that would be worth of Annió’s family. He leaves 
the country promising to Annió to come to ask for her hand. The first years 
of his life in Wallachia in Romania are difficult and he hardly makes his living. 
Later on he opens his own shop, then another during the Russian war, and 
makes a small fortune. He thinks of returning back with the money, but he 
does not know, if Annió would still be waiting or her parents would accept 
his proposal. He opens another shop instead and then another and the step 
to leave everything gets bigger every day. He ends up to an unsupportable 
marriage with a Romanian girl from a good family. After the divorce he does 
not want to stay in the country anymore, sells his shop and returns to 
Greece. He finds the city bigger and more developed. He sees the same peo-
ple, but older. When he goes to see Annió, he finds her from the same 
house, doing exactly the same thing, the only difference being the age. She 
looks at him icily and tells him he is late. The merchant tells to his group of 
friends that he moved to live in his village of origin and never visited the city 
again. 
 
2. Greek literature and urbanization 
 
Realism is not suffocating everything poetic, but the natural synthesis of life, the 
possible unwinding of the circumstances, and the creation of living, existing peo-
ple.90 -Chatzópoulos- 
 
As I mentioned in the previous chapter, Chatzópoulos’s writings combine all 
the literary trajectories and genres of his time and are tightly connected to 
the purpose of his sociological commentary. The focus of this chapter is to 
see which the influential trends in Greece were, how the urbanizing city was 
connected to these trends, and how they were visible in Chatzópoulos’s 
works and compared to Europe in general.   
                                                          
90 Με το ρεαλισμό δεν εννοούμε το πνίξιμο κάθε ποίησης, αλλά τη φυσική σύνθεση της 
ζωής, το πιθανό ξετύλιγμα των περιστατικών, τη δημιουργία ζωντανών, υπάρξιμων αν-
θρώπων. Stavropoúlou 1989:20 
26 
 
1880´s was a period of stagnant romantics in Greece. Romanticism 
was the main literary style during the whole reign of King George I.  Litera-
ture was dominated by a specific group of writers that concentrated on po-
etry and organized competitions in which only Katharévousa was ac-
cepted.91 In prose fiction the dominant style was ethography. It is a prob-
lematic literary term since it does not have equivalents in other languages. 
Eléni Polítou-Marmarínou defines it like this: 
Representation, description and performance of morals, customs, ideology and 
temperament of people, as they are formed under the influence of the natural en-
vironment and the historical and social conditions in a given place and time. This 
representation, attempted especially in literature, painting, and sculpture, as-
sumes a more or less realistic perception of art, as it is based on observation and 
aims at an objective view. In particular, as a condition of history of literary genre it 
denotes the tendency of prose to draw their subjects from rural communities, and 
the society and the environment from the urban neighborhood. However, in the 
European prose of the time this was not an autonomous literary genre, as can be 
seen from the lack of exact corresponding term in the main European languages, 
or, vice versa, and the existence of alternative use of many such terms as: rural, 
provincial novel, literature of the region, prose with local color, study of morals 
(etude du moeurs, but not only morals of province) etc. In German the equivalent 
term is Dorfgeschichte.92 
 Richard Lehan places romantic realism as the phase before natural-
ism and names realism neo-realism.93 Due to this, it is appropriate to use 
also this definition for the Greek ethographía [ηθογραφία]. As we will see 
in continuation, the influence of ethography or romantic realism is visible 
also in some characteristics of the stories opposing it; in characters as Young 
Men from the Provinces and settings in the cities. 
Andréas Carkavítsas (Ανδρέας Καρκαβίτσας 1865-1922) and Aléxan-
dros Papadiamántis brought the cruelty and immorality of the provinces to 
the light, opposing ethography. Vitti argues that there was not hardly any-
thing left of the idyllic euphoria, when these authors confronted social prob-
lems and ended up to naturalism. Papadiamántis’s novel The Murderess (Η 
                                                          
91 The cafenio Oréa Hellas (Ωραία Ελλάς), having been the gathering place of the romantics, 
with its closure in 1979 symbolized also the change of the generation. Papakóstas 
2011:123-133 
92 The encyclopaedia Pápyros Laroús Británica [Πάπυρος Λαρούς Μπριτάνικα], Vol. 26, 
published in 1984, p. 219-221 
93 Lehan 2000:104 
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Φόνισσα, 1903) tells about a widow, who believes to do a favour to the baby 
girls, killing them in order to save them from the dark future they would 
have to face. The plot points to the problematic dowry system. Papadi-
amántis wrote in Katharévousa, but used Demotic and dialects in the dia-
logues between the characters. Carkavítsas’s first work in its entirety in De-
motic was the Beggar (Ο Ζητιάνος, 1897), which follows a similar atmos-
phere with the Murderess; a beggar called Tziritókostas appears in a small 
town and leads it to a catastrophe.94 
The developing city of Athens brought together all the intellects of 
the time period, which is one of the reasons the language issue started to 
get more attention. The publication of the first purely Demotic novel My 
journey (Το ταξίδι μου,1888) of Giánnis Psicháris (Γιάννης Ψυχάρης 1854-
1929) gave more weight to the debate.95 During this period the artistic cir-
cles in Athens were separated to two extreme sides: to the conservative ro-
mantics that wrote in Katharévousa and to the long-haired Demotic activ-
ists96 that constantly brought up new ideas by studying and traveling.97 
Other influential literary and linguistic reformers of the tradition 
were Kostís Palamás (Κωστής Παλαμάς 1859-1943) and Geórgios Drosínis 
(Γεώργιος Δροσίνης 1859-1951). They used Demotic language and changed 
from pompous romanticism to more common and familiar topics. Palamás 
had so big importance to the literary tradition that his generation is called 
Palamian generation. This twist in the tradition, which recognized itself in 
the 1930’s, began already in the 1900. At first it raised to resist the roman-
tics and later on also Palamás, even though he had dominated the Greek 
                                                          
94 Vitti 2008:301-308 
95 Psicháris wrote his novel according to his own personal view of the Modern Greek gram-
mar, since there were no commonly accepted rules for the language. Some of his typo-
graphical choices were seen too radical even by the rest of the Demotists. See Vitti 
2008:312-313, Carvélis 1998:36 
96 In their time the Demotists were called ”the hairy” or ”the long-haired” (in Greek: μαλ-
λιαροί). 
97 Even if the Demotic Greek was well defended in the beginning of the century, it took still 
much more time for it to become the official language in Greece. During the government 
of Venizélos, Demotic was tried to be brought to elementary schools, but this trial lasted 
only 1917-1920. See more in chapter 5.3. 
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literary life for forty years. That is the reason the generation of 1890, where 
also Costantínos Chatzópoulos belonged to, is called post-Palamian gener-
ation. 98 
The post-Palamian generation appraised the poetic tradition of the 
Heptanese School99, especially of Dionýsios Solomós and symbolism deriv-
ing from France. The new generation was no more satisfied with the level 
of the Greek letters and gradually followed the reforms the symbolists in 
France had claimed earlier. All the poets of this generation lived in the cap-
ital city. Mario Vitti indeed criticises them for having turned their glance in-
wards and for having been incapable to answer to the continuous conflicts 
their homeland was facing.100 The city had definitely its influence, since the 
society for many of the poets was complex enough, in order to allow them 
to concentrate on their individual experience and not to look to the horizon. 
 Costantínos Chatzópoulos was an author of this generation, but later 
on his urban experience together with his travels turned him also to a soci-
ologist and socialist. He was not satisfied with a reform in the language to 
discuss the inner world, but wanted to influence also the world outside and 
around him.  
2.1. Naturalism and Chatzópoulos 
 
Naturalism was an international literary movement since its appearance in 
the 1870’s France. Naturalism was the reaction to the national romanticism 
that no more expressed the reality convincingly after the beginning of in-
dustrialization, the immigration and the urbanizing experience.  
As socialism was the direct consequence of urbanization, also natu-
ralism can be seen as an answer to the arising need to describe the new kind 
of urban people and their surroundings. Richard Lehan describes this as an 
                                                          
98 Carvélis 1998:28 
99 Επτανησιακή Σχολή, Heptanese School, literally The School of Seven Islands. In this liter-
ary tradition of the Ioanian islands the language used was Demotic, but the topics concen-
trated romantically on the homeland, nature and religion. Due to geography and history it 
got influences from Italy. Carvélis 1998:27-31 
100 Carvélis 1998:37-38 
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evolution: “As the Enlightenment came into being with the commercial city, 
so literary naturalism appeared with the industrial city, Karl Marx (1818–83) 
as a mediator.” Marx believed the worker was getting less and less the ben-
efits his labour brought into being, and he saw class struggle as the antago-
nism that characterized every society. He felt need for the working class to 
generate wealth by controlling the means of production. Literary naturalism 
gave life to many of the ideas of Marx and his followers. The Enlightenment 
depicted the city as a powerful grid superimposed upon the natural, and the 
romantics questioned what that grid repressed: the naturalists, who shared 
the romantics´ doubt, depicted the city as an energy system and alienating 
mechanism that inculcated a degenerative process by creating a diseased 
centre outside of nature.101  
Chatzópoulos’s turn to naturalism can be timed to the same period 
he started to support socialism; his readings of Marx and European natural-
ist authors have definitely a connection. It is evident that he intended to use 
naturalism as means to express his social criticism.102 Chatzópoulos actually 
appeared for the first time as a prose writer in 1907 and during the same 
year took actively part to the discussion that rose from the socialist publica-
tion Our social issue103. However, there are many opinions about his reasons 
to this turn. Éri Stavropoúlou notes that Chatzópoulos was referring to the 
poet-philosophers and to the playwrights to underline the duty of an artist 
to discuss social issues in his work - he completed this duty himself by mov-
ing from symbolist poetry to realistic prose.104 Tákis Carvélis suggests also 
that Chatzópoulos chose prose as a better means to spread his social spec-
ulation, but adds that it must have had to do also with his widening and 
                                                          
101 Lehan 1998:68–70 
102 Chatzópoulos’s naturalism seems to be connected to the peasants, workers and women; 
to all the groups of people victims of discrimination. The connection of naturalism and the 
women will be discussed further. 
103 Sklirós, Geórgios: Το Κοινωνικών μας Ζήτημα, 1907 
104 Stavropoúlou 1989:17 
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deepening knowledge and understanding of European literary move-
ments.105   
Riikka Rossi argues that not only the texts but also the naturalist au-
thors offer a point of comparison internationally. As portrayers of reality, 
they shared a common interest in social issues, politics and journalism. In 
many countries one writer led the movement (Zola in France, Strindberg in 
Sweden, Ibsen in Norway) supported by disciples.106 Chatzópoulos was very 
familiar with the naturalist authors and even translated Ibsen and Strind-
berg.  
Rossi has compared in her research the descriptions of society of the 
Finnish naturalist Teuvo Pakkala, American Stephen Crane and French Émile 
Zola. According to Rossi, Pakkala creates an opposition between social clas-
ses by describing his middle class men as cruel abusers of poor girls and their 
wives a double-standard moralists, according to whom the cause of poverty 
is the poor themselves. In the Finnish novels the upper class is portrayed as 
egoistic, essentially cruel and unscrupulous, while the vices of the poor are 
the result of a tragic fall and to the determinism of adverse social conditions. 
According to Rossi, in Crane’s American naturalist novel every human is the 
enemy of another whereas in the Nordic texts the struggle takes place be-
tween the classes.107 Zola does not create antagonism between social clas-
ses, but concentrates on a description of a particular world, describing the 
world of the poor as an isolated whole, being cut off from the wealth they 
created in an economic system that was a distortion of the workings of na-
ture. Rossi’s conclusion is that the purpose of the Finnish novelist is evi-
dently a call for social reform, whereas Zola’s interest is of a more scientific 
nature.108 This definitely calls for an analogous Greek example. 
                                                          
105 Carvélis 1998:53 
106 Rossi 2008:50 
107 Ibid. 2008:55 
108 Ibid. 2008:56 
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In Greece the naturalists were also activists in their country; they 
tried to shake the stagnant romantics and Katharévousa with foreign influ-
ences and criticism. Naturalism offered them the means to criticize the ur-
banizing society and the raising and unfolding problems the citizens had to 
face. In Chatzópoulos´s case it is easy to make a comparison to Zola when it 
comes to the stories with the naturalistic illustration of the peasants in the 
city. They live in their own world, in their own space, in the urbanizing envi-
ronment. The most corresponding example is definitely the story In the 
darkness, where the female protagonist is closed into a dark room with her 
baby and her sick, alcoholic husband. The hand-to-mouth working does not 
cover them even for medical care, and the cruelty the poverty causes 
around them and in them is enormous. However, it was necessary in the 
Greek case to keep one foot in the country and tip-toe on the cities´ side-
walks; these immigrants still have their background in the village.109  
In The sister Chatzópoulos creates an isolated world in the country-
side, with no movement and no contact. However, he hides the criticism to 
the description of a particular world, as Zola, but with the reflection of the 
more rural circumstances that were still prevalent in Greece of his time. 
Chatzópoulos lets the audience recognize the problems of their society; in 
The sister everyone can interpret according to his own experience or 
knowledge, whether the sister had become a victim of romance, illness, or 
adultery. 
2.2. Realism/Modernism and Chatzópoulos 
 
Lehan relates that in the more agrarian cities [like Athens] realism and 
modernism evolved hand in hand. He compares Dublin and London when it 
comes to modernism; in 1904 Dublin was a city of nearly 400.000 inhabit-
ants and the population of London was already approaching seven million. 
The imperial, totalitarian city was left to other moderns writing in London, 
                                                          
109 When Zola wrote about the French industrial workers the population of Paris was 
around 1 million inhabitants and 50 years later, when Chatzópoulos was writing about the 
Greek society, the population in Athens was 250,000. 
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and that a modern writing in Dublin was closer to a peasant reality than an 
industrial world. Therefore, if someone wants to argue that there is insepa-
rable connection between literary modes and historical process, James 
Joyce is a credible example. Joyce concentrated more on the commercial 
than to the industrial city, which is logical when one looks at his own sur-
roundings. Joyce’s writings share the concern of late-nineteenth-century re-
alism with the transition from an agrarian landing to a commercial and ur-
ban world. What Joyce saw in Ireland, Ibsen saw in Norway, Hauptmann in 
Germany, D’Annunzio in Italy, Zola in France, and Chekhov in Russia.110 This 
is also, what Chatzópoulos saw in Greece. 
In general the realist and modernist writing styles are more difficult 
to separate than naturalism from romanticism or from the following devel-
opment. Stephen Kern suggests that realism and modernism cannot be cat-
egorized as what is real or modern, because those features can be at-
tributed to both styles.  Modernists sought to render the world as it really 
is, while realists saw themselves as modern in their time.111 
In some of the stories this is clearly Chatzópoulos’s way to approach 
the subjectivity the modern city and individualism had brought to him. 
Lehan names two kinds of urban realities that emerged from literary 
modernism: (1) the city constituted by the artist, whose inner feelings and 
impressions embody urban vision, and (2) the city constituted by the crowd, 
which had a personality and urban meaning of its own.112 Chatzópoulos 
used the means of modernism of the first kind. He concentrated not only on 
the feeling the new urban environment provoked in the inhabitants, but 
also considered the modernist character that had an urban vision of his own, 
as in Übermensch. This was the same move Lehan explains Baudelaire had 
done; he put the poet on the streets to the crowd and created a subjective 
viewpoint of the city. The change from naturalistic to modernist is all about 
                                                          
110 Lehan 2000:107 
111 Kern 2011:5-6 
112 Lehan 1998:71 
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that, changing from objective to subjective, individual, personal experience 
of the city.  
3. Urban and peasant characters 
 
In order to discuss this topic I need to define what is urban and what is peas-
ant in the sense I use these terms. I want to highlight my focus to the Greek 
reality; the Greek phase of urbanization at the turn of the century must be 
considered. This is why peasant in this case points to a person, who lives in 
the countryside, and urban to a person, who lives in the city; the background 
of an urban character can be peasant. To highlight character’s roots in the 
provinces I use the term urban-peasant man.  
In addition to this, it is necessary to clarify the meaning of urbaniza-
tion in this study. The place can be called urban, if the movement, immigra-
tion, is not considered. But when the place is developing from agrarian to 
urban, it is necessary to use the concept of urbanizing place. In order to be 
able to study movement there must be a source of people and a destination 
for people. In this case the source is the country and the destination is the 
emerging city.  
Many different dichotomies have been repeated constantly in the 
history of literary research. The topics have been about the changing ethics, 
different economic situations, emotional welfare, changing of the surround-
ings and adaptation to them, or about the possible collisions. In his disser-
tation about Helsinki in literature, Lieven Ameel emphasizes the instability 
the city has caused to the evolution of literary representations. According 
to him, there is generally a strong tendency to describe evolutions of literary 
representations of the city as a swinging back and forth, like a pendulum, 
between dichotomies: alienation and belonging, community and individual, 
enchantment and disenchantment, euphoria and dysphoria, etc.113 In my 
                                                          
113 Ameel 2014:31 
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opinion all these questions raise from the very same source: from the un-
certainty if the urban life is any better than the peasant reality.  
Ameel points out that the dichotomy between the city and the coun-
try belongs more to the tradition of the pastoral than to the study of the 
literary city proper.114 However, it is relevant to this study, because in all the 
chosen stories a character travels from the countryside to the city, or lives 
in the city but has a peasant background; the authorial audience has the 
access to examine this dichotomy from many different viewpoints. The com-
parison of peasant people with the urbanizing inhabitants is one of the main 
themes in Chatzópoulos’s stories. 
Studying all the short stories as a unity shows that the city is a more 
familiar and less oppressive environment for university students and in gen-
eral for educated people. For instance in Life, Aliveris´s tower and Über-
mensch the male characters have arrived to the city due to the university or 
work and they have adapted to the environment in a wholly different way 
than the peasant workers in In the darkness. The city is the location of the 
university and education and in a minor scale the agrarian town is the centre 
where children are sent to school; as in Táso the narrator who has an access 
to school spends his winters in the nearest town. This categorization also 
indicates the economic situation of the character’s family since the possibil-
ity to study called for economic support for a considerable amount of time. 
In Táso the character narrator leaves the village every year to study and re-
turns in the summers year by year more educated, until he leaves for a 
longer period for medical studies. Táso’s children, who are living in poor 
conditions, do not leave the village to go to school. 
In Übermensch the narrator’s visit to the countryside is a concrete 
outcome of his failure to enter the law school. For him Athens is the purpose 
and country is the place to escape and hide after having not succeeded in 
entering the urban life. A good example of his distant attitude towards the 
country is the scene in which he leaves the house on the seaside to follow 
                                                          
114 Ameel 2014:38 
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his uncle to his fields, where he works. They stand next to each other on the 
side of an unworked piece of land, and the narrator listens to his uncle´s 
dreams of cultivating it. After all the descriptions he has heard he can only 
admit that the only thing he sees are dry wine leaves and a bumpy 
ground.115 When Níkos returns to the same house during the same time pe-
riod, the reason has to do with escaping problems that his unsuccessful trial 
to make a living by himself, a failure, has caused. If the narrator´s attitude 
toward the countryside is distant, Nikos´s feelings toward it are terrified:  
There you see how to lose your freedom for a piece of spinach pie. And that is called 
life. When am I going to get out of here! [---] The life calls for you, the world looks 
forward to you, and you are locked in a cage with cattle.116 
 
Due to his interests and philosophy Níkos is highly alienated from 
the country. Banton argues that in the country the role structure makes lit-
tle allowance for individual peculiarities; everyone has to be allocated une-
quivocally to one of the basic categories, and anomalies such as homosexu-
als, unmarried mothers, barren wives, and spinsters are forced into nearest 
appropriate category even if their case does not quite fit.117 In the turn-of-
the-century Greece also a flâneur can be considered as an anomaly, since 
the individualistic and carefree kind of living was not appropriate in the so-
ciety.118  Urbanization is what breaks the system of social categories; this is 
the reason why people with distinct opinions usually found themselves 
more easily in the city. 
Also for the other higher educated working class characters city is a 
chance and returning to the country is a symbol of failure. Aristídis is sent 
to the provinces because of losing his reputation at work; he sees it as a 
                                                          
115 Chatzópoulos 1915:31 
116 Ibid. 1915:70 Ορίστε τώρα, να χάσεις τη λευτεριά σου για ένα κομμάτι σπανακόπιτα. Κι 
αυτό λέγεται ζωή. Αχ, πότε θα γλιτώσω από εδώ μέσα! [---] Να σε κράζει έξω η ζωή, να σε 
προσμένει ο κόσμος, και συ να είσαι κλεισμένος σ ‘ένα κλουβί μαζί με χτήνη.  
117 Banton 1973:49 
118 Before the turn of the century the Athenian society did not allow the students and young 
men to spend time in the cafenios, they were even chased by the owner. See more in Kair-
ofílas 1995:12-14  
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punishment. Only in the city he sees the chance to rise. In Annió the narra-
tor, after failing to marry Annió, returns to his village of origin and never 
visits the city again. Táso is the only story where the narrator returns to his 
hometown after having completed his studies in medicine. He is from a 
wealthy family and this is why he does not have an endeavour to establish 
a better life in the city.119 
Even if the city seems to be the chance and the goal, generally speak-
ing in the stories of Chatzópoulos it is hard to spot a character that would 
belong to the city. There are cases as in Übermensch and in Life, where the 
character believes he belongs to the city; but the authorial audience can see 
through the subjective narration and understand a strong feeling of aliena-
tion bothering them. Often the problem seems to be dual as in In the dark-
ness; the city is bad put the country is even worse. 
She [Stélia] had got used to him [Stávros] during all the bad, unhappy life they spent 
together. Even earlier, without him, her life hadn’t been better in the muddy fields 
near Árachtho, outside the borders, where she had come from. All the day under 
the sun or in the cold, half naked, barefoot, working there as well, like here, and her 
father, the siblings, her mum, swared at her and hit her there too.120 
Similar kind of setting can be seen also in Life, in which the city for 
Aristídis is the place to have success, to climb up, and to think of the future. 
However, when he has to face difficulties in the city, he does not think of his 
hometown as a destination after failing, because he combines to the image 
the traditional professions of e.g. a priest. He describes his origin as some-
thing nostalgic and safe, which he cannot reach anymore after choosing the 
urban direction in his life: 
One thought came suddenly to his mind: Wouldn´t it have been better to have 
stayed in the village, as his father wanted, and to become a priest on his lap? And 
a happy dream passed in front of him, of a peaceful, idyllic scenery on the side of 
                                                          
119 See Bradfield 1973:351-371 Bradfield calls the reasons for migration pull and push fac-
tors; in Chatzópoulos´s stories the push factor for migration is poverty. 
120 Τον είχε συνηθίσει με όλη την κακή, τη δύστυχη ζωή που πέρασε μαζί του. Μα και πρω-
τύτερα, δίχως αυτόν, η ζωή της δεν ήταν καλύτερη εκεί στο λασποχώρι, κοντά στον Άρα-
χθο, απόξω από το ρωμαίικο το σύνορο, απόπου είχε ‘ρθει. Ολημερής στον ήλιο και στα 
κρύα, μισόγυμνη, ξυπόλυτη, δούλευε και κεί, καθώς δώ, κι ο πατέρας της, τ’αδέρφια, η 
μάνα τη βλαστομούσαν και τη δέρνανε και εκεί.  Chatzópoulos 1989:194 
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the village. How would it be, if he decided now to leave the miserable life here and 
return back there? He wanted to imagine the option in his mind, but then another 
picture, of the hopelessness he had witnessed in his house during his last visit in the 
village, appeared dark in front of him and suffocated the illusion.121 
3.1. Young Men and an urbanizing flâneur 
 
According to James Phelan, in narratives character is an element that has 
three simultaneous components – the mimetic (character is like a person), 
the thematic (any character is representative of one or more groups and 
functions in one way or another to advance the narrative’s thematic con-
cerns), and the synthetic (character plays a specific role in the construction 
of narrative as made object.)122  
A common thematic character in Chatzópoulos’s stories is an urban-
peasant man. 123 This can be explained by the late and slow urbanization in 
Greece. Kern argues that the story of the “Young Man from the Prov-
inces”124 is one of realism’s dominant narratives of the young men who 
travel to the city to seek their fortune. What is different in the modernist 
novel, according to Kern, are the young men who are already residents in 
larger cities, and the country that is generally a background region from 
which their ancestors emigrated.125 From this point of view the beginning of 
the 20th century was not yet a modern period in Greece as in Chatzópoulos’s 
                                                          
121 Κι ένα ρώτημα του ήρθε άξαφνα στο νού: Δε θα ήταν καλύτερα να είχε μείνει στο χωριό, 
καθώς το ήθελε ο πατέρας του, να γινότανε παπάς σε κείνου του πόδι; Κι ένα όνειρο ευ-
τυχισμένο πέρασε μπροστά του, ένα ήσυχο ειδύλλιο σε μίαν άκρη του χωριού. Πώς θα 
ήταν τάχα, να έπαιρνε τώρα την απόφαση να παρατήσει την άχαρη ζωή εδώ και να γυρίσει 
εκεί; Θέλησε να πλάσει μια στιγμή για δοκιμή μία τέτοια εικόνα, η άλλη όμως εικόνα της 
δυστυχίας του σπιτιού του, που του έμενε στην ανάμνηση από το τελευταίο ταξίδι στο 
χωριό, βγήκε θλιβερή μπροστά του κι έπνιξε την πρώτη.Chatzópoulos 1989:239 
122 Phelan 2005:214 
123 According to Burgel (1976:363) the turn-of-the-century Athens was men´s city. It gath-
ered young men, who had left from their families to build a career in the city.  
124 The term Young Man from the Provinces was originally created by Lionel Trilling, but it 
had not been widely recognized until A.K. Chanda extended and corrected it. The most im-
portant of Trilling's omissions concern the parabolic trajectory of the Young Man's tragic 
career, the corruption of his romantic idealism, the transformation of his attitude toward 
his provincial origins, and his complex and distinctive relationship to other types of social 
achievers. Chanda 1981:322 
125 Kern 2011:13 
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stories all the urban characters arrive to the city from different back-
grounds: Níkos, his cousin, and Aristídis from a village, Alivéris and all his 
companions are sent to Athens to study, the narrator in Annió is from a small 
village in the mountains, and the father in Teacher’s house travels to the city 
to get married.126 
Alivéris is an example of Chanda’s definition of the Young Man from 
the Provinces. Chanda divides the definition into the following topics: the 
hero's origins and background, his objectives and character as romantic so-
cial climber, the means he uses to rise, his relationship to other climbers, 
the trajectory of his career, and the role played by parent substitutes and 
the women he loves in his career and in his search for his true identity.127 
Alivéris is sent to study law in Athens. His parents are not present in the 
story, and the only thing the audience learns about his past is that all the 
rest of the students were receiving funding from their parents, but Alivéris 
from an organization.128 Alivéris builds up a dream of a tower and romanti-
cizes it by glamorous and detailed descriptions. He leaves poetry when he 
realizes there is no income from it. He writes a novel in hope for sales, but 
has no success on the field of literature. Ultimately he ends up working as a 
lawyer, the profession he had despised, and is seemingly satisfied with the 
economic comfort his lifestyle creates. He manages to climb and achieves 
his dream.129 
These events are influenced by three factors during the Young Man’s 
childhood or adolescence that either intensify, give form and substance to, 
                                                          
126 Chatzópoulos’s characters concentrate more on the educated people, however, Burgel 
(1976:401) writes that educated people were clearly a minority: in 1879 of 100 citizens 88 
were workers and servants. Of the general population 25% worked as a servant in houses. 
127 Chanda 1981:325 
128 The Young Man is an orphan, but of a special kind. What distinguishes him from the 
stock orphan, such as the picaro (The Spanish picaro is a pre-capitalist economic adven-
turer, a social climber who rises only to fall), who is left to fend for himself in a hostile 
world, is that it is he who repudiates his parents (or foster-parents) because his imagination 
cannot accommodate them to his exalted conception of his own destiny. Chanda 1981:326 
129 However tawdry some of the Young Man’s dreams, however corrupting their effect on 
him, however disillusioned he may become once he has achieved them, it is crucial to stress 
the "romantic" in order to distinguish him from the bourgeois picaresque social climber, 
whether his contemporary or one from the previous century, who is in search of respecta-
bility, security, and fashionable living. Chanda 1981:327-328 
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or partially corrupt his vague romantic aspirations. The first are his parent-
surrogates. The second consists of one or two decisive events in his life. The 
third influence is that of books; the Young Man passionately cherishes one 
or just a few books.130 Alivéris cherishes his own novel and the main decisive 
event in his life is the unsuccessful publication of it. 
The story Übermensch is especially interesting because it contains 
both a Young Man from the Provinces and a flâneur and in this way reflects 
the contrast between them. The narrator is a down-to-earth character, 
mainly because he is not interested in the arts. He enters the law school and 
is worried about losing his reputation for having failed to enter in the first 
exams. He has a romantic image of having a successful career as a lawyer 
and of marrying Thália, who is from a wealthier family from the city. He is 
being shut out from this opportunity because of literature; his cousin artis-
tically proves to be more sophisticated and attracts Thália with his wide 
knowledge and strong character. Chanda's characterization about repudiat-
ing of the parents of the Young Man can be seen also in Übermensch; the 
narrator does not meet his parents during the story, but stays with Níkos’s 
parents instead. 
Níkos Gávras is a character already transformed to urban, and is de-
scribed as a flâneur.131 He is perhaps the only character, who is completely 
urban in Chatzópoulos’s stories. Mazlish argues that flâneur introduces us 
to modernity. For the flâneur in fact, is “more than a journalist, though that 
is how he earns his living. He is a poet, who observes daily, urban capitalist 
life – and writes up his observations in prose. He is the ‘dandy’, protesting 
with his sometimes feigned idleness the bourgeois work ethic and clinging 
to the remnants of an aristocratic aura, but now forced to go to the market. 
He is the genius, whose spirit has been capitalized.”132  
                                                          
130 Chanda 1981:327 
131 Flâneur was originally tied up to Paris, as Walter Benjamin analysed Charles Baudelaire, 
his appearance and life style in the 19th century capital. Later on he investigated the con-
cept of a flâneur in his work The Arcades Project (written between 1927 and 1940). 
132 Mazlish 1994:47 
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Since the beginning of the story, Níkos shows to feel home on the 
streets of Athens and in the cafenios. Whenever he is supposed to be found 
indoors he disappears and appears days later seemingly satisfied with the 
experiences he has had in the city. He likes the bourgeois kind of living, and 
expects his family to support him in his strolling and searching. In the first 
part of the story he is still poor, but when he returns to Athens in the second 
part after a long stay in Germany, he has become a journalist writing col-
umns to newspapers about his impressions from the places he goes to, and 
he has turned himself to a flâneur:  
When we were having a walk around Syntagma square, Thália paid attention to a 
man that walked some steps ahead of us and pointed us the strange way he was 
dressed. He was wearing a brown suit made of velvet, buttons in two lines and a 
belt in the middle, his trousers reached only his knees and on his head he had a 
greenish shell with a feather on the back. [---] “He must be Italian”, Thália said. 
“German, I bet”, her brother said. “Whoever he is, he beats you, Veladrápas, he has 
got even long hair.” [---] 133 
As the Young Man from the Provinces is the thematically urban-peas-
ant man and flâneur is the urban man, furthermore, there are also peasants 
in Chatzópoulos’s stories to consider; they are women that have not been 
to the city and to whom the urban idea is very distant. The speed of the 
development is totally different and the separation of the country from the 
urbanizing center can be sensed for example in The sister:  
Having got used to see my grandmother in black, that was the only person I saw 
there in the solitude, I had never imagined my sister like that, as a lady, reminding 
me of the photographs I got from the peddlers, which differed so much from the 
rags grandmother bought from them when they stopped at our front gate.134 
 
 
                                                          
133 Εκεί που κάναμε βόλτες στο Σύνταγμα, η Θάλεια παρατήρησε έναν που πήγαινε κά-
μποσα βήματα μπροστά μας και μας τον έδειξε για την παράξενη ντυμασιά του. Φορούσε 
βελουδένιο καφετί κοστούμι, το σακκάκι είτανε με δίπλες και με ζώνη στη μέση, το παντα-
λόνι κοντό ως το γόνα και στο κεφάλι του είχε ένα μικρό πρασινωπό καβούκι με ένα φτερό 
ορθό αποπίσω. [---] «Ιταλιάνος θα είναι», είπε η Θάλεια. «Γερμανός, βάζω στοίχημα», είπε 
ο αδερφός της. ‘Ο, τι και αν είναι, σε περνάει, Βελαδράπα, δες έχει και μακριά μαλλιά. [--
-] Chatzópoulos 1915:85 
134 Συνηθισμένος με τη μαυροφόρα τη γιαγιά και τις χωριάτισσες που έβλεπα μόνο εκεί 
στην ερημιά, δε φανταζόμουνα ποτέ την αδερφή έτσι σαν κυρία, όμοια με τις φωτογραφίες 
που ξεκολλούσαν από τα τσίτια και μου δίναν οι γυρολόγοι, σα σταματούσαν έξω στην 
αυλόπορτα και ψούνιζε η γιαγιά. Chatzópoulos 1989:284 
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3.2. Peasant feminine and urban masculine 
 
Together with Chatzópoulos´s interest to socialism arose also the question-
ing of the position of the women in the Greek society, which is probably the 
reason he displays in so many cases women suffering in his works.135 Éri 
Stavropoúlou has found a connection between Chatzópoulos’s works and 
his readings of August Bebel’s Die Frau und der Sozialismus (1879). The ideas 
in Bebel’s book are clearly visible in Chatzópoulos’s works: the marriage as 
economic and social solution for the placement of women, the dowry and 
dependency of women from the men - both husband and father, sexual har-
assment of women from men in higher classes, hard life of the working class 
women compared to the idleness of the petit bourgeois, the suppressed 
sexuality, and the outcome of extramarital affairs.136 The topic, however, 
attracts more interest due to the polarization of the two genders and of the 
two genders in the city and in the country – the male characters in his stories 
are also worth of analysis. One of my questions is, whether there is some-
thing about men being urban more naturally and the modernizing society 
being too distant to the traditional, peasant, female figure. 
The peasantry is in Chatzópoulos’s stories clearly connected with 
naturalism. Riikka Rossi deduces the main characteristics of a naturalist 
character in her case study of four different naturalist texts from different 
countries137: The protagonist must be a young, preferably naïve working-
class-girl. Although respectable and beautiful, she is not spared from ruin. 
Being subjected to immutable natural laws, to the determining influence of 
adverse social conditions or to hereditary degeneration, the illusions of love 
as well as the wish for social ascension are inevitably doomed. Daydreams 
                                                          
135 Authors that wrote about the Greek women before Chatzópoulos were Andréas 
Karkavítsas (Ανδρέας Καρκαβίτσας 1866-1922) and Gregórios Xenópoulos (Γρηγόριος Ξε-
νόπουλος 1867-1951). See Stavropoúlou 1989:22 
136 Stavropoúlou 1989:24 
137 Émile Zola’s L’Assommoir (1877), Teuvo Pakkala’s Vaaralla (1891) and Elsa (1894), Alex-
ander L. Kielland’s Else. En julefortaelling (1881), Stephen Crane’s Maggie: A Girl of the 
Streets (1896), (Rossi 2008:47-49) 
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turn to disaster through the woman’s body, ending in prostitution and 
death.138  
The story Táso follows this progression. It pictures the fall of a 
woman from her childhood to the final decadence. In the beginning she is 
the girl with interesting eyes and strong character. She is poor but decent. 
The destruction in her life has to do with the narrator and his aims to seduce 
her. He provokes feelings that he himself does not want to respond to. Táso 
raises the narrator’s children quietly with another husband and dreams of a 
change in the situation. Her daydreams turn to a disaster, when the narrator 
intends to marry a wealthy girl. She blackmails the narrator, and ends up to 
paths dark and cruel in her loneliness. 
Similar story is The sister, where the protagonist is first a fresh and 
modern figure from the town, but where later on something happens to her, 
and that something makes her closed and melancholic. She chooses to try 
the life in the city, no matter which her roots were, and it ends up to a dis-
aster. Her loss of the daydreams and smiles ends in death. In In the darkness 
Stélia has already faced the disaster and the story is about her trial to sur-
vive in the monstrous environment. 
In many of Chatzópoulos’s novels and short stories there is a female 
protagonist, except of Übermensch, Alivéris’s tower, Teacher’s house and 
Life. The female characters are always described as serious and down-to-
earth persons that most of the times face the life as it is, and try to survive 
silently in all the circumstances, as in Annió. All the female characters are 
described in this way also in Táso, except the protagonist. In The sister the 
girls on the countryside do not try to influence the surroundings, they only 
observe. The collision happens to the girl that travels to the city.  
In general it can be argued that there is a difference between the 
upper-class girls, the girls in the cities, and the women with a peasant back-
ground, when it comes to passivity. The upper-class female characters do 
                                                          
138 Rossi 2008:49 
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not react to their position in the society, because it does not complicate 
their living; they are more willing to accept the reality as it is. The collisions 
appear, when it comes to the poor women who have to work outside their 
house to make a living for the family. They face the lack of balance in the 
traditional idea of being a woman, and the female individual making her way 
out in the industrializing, and modernizing city. In the darkness tells about 
this; Stélia cannot be a peasant wife and an industrial worker simultane-
ously. Her living with these two roles is only an effort to survive from each 
day separately. This setting has led the story to a naturalist description of a 
useless fight; there is nothing Stélia can do about this. When Táso tries to 
stand up from her position, she ends up to a decadent path instead.  
As Chatzópoulos takes the female characters seriously, in all the 
male characters there is a hint of a satire. Stavropoúlou calls Chatzópoulos’s 
male characters caricatures or cartoon-like-characters.139  Cartoon charac-
terizes them well, since also their life stories approach a comedy, or in some 
cases tragicomedy. They are pictured to walk on the street deep in their 
thoughts, failing with different professions, writing bad poems and sitting in 
the shadow of a cafenio together with other men that they all shave their 
moustache. Their lives are full of ups and downs, and they easily make mis-
takes. They have weaknesses; drinks, gambling, and they do not try to hide 
them from each other. In most of the cases they are extremely ignorant of 
what happens to them. 
In this sense, they are in most of the cases ignorant also, when it 
comes to the position of women in their society. Men are not accused to 
have forced women to their personal static space, since they do not seem 
to think about it. They have their own existential problems. In Life Aristídis 
does not consider the situation of the girl, but contemplates his own possi-
bilities for happiness as a husband. In Übermensch there is no comment on 
the enclosure of Thália with her family, since the narrator is male. Thália 
                                                          
139 Stavropoúlou 1989:37, Stavropoúlou uses the Greek word γελοιογραφία to describe the 
male characters. 
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cannot go out without a male accompaniment, and she finds it problematic 
only, when her brother does not want to leave the house.  
The next afternoon I left earlier from my office and walked straight to Veladrápas’s 
house. I found the siblings fighting. Veladrápas wanted to write and Thália black-
mailed him to accompany her to the demonstration which was about to take place. 
She had taken his notes and hid them.140 
 
As a matter of fact, Thália is described more influential than the nar-
rator; he is anxious of spending time with Thália, but he has no chance to 
command her in any way – she makes him dress up more elegantly and to 
follow her taste instead. Something very characteristic in the short stories 
of Chatzópoulos are the female characters that indeed understand more 
about what is happening. In Teacher’s house the wife glances to her father, 
and shows compassion to her husband, and in this way indicates that she 
knows what is happening between them, and around them – the men do 
not. However, she cannot take action, and has to let the male characters 
work in the way they agree between each other.  
My father bent down and did not speak. He bent down so that his moustache was 
about to touch his plate when he ate. My grandfather did not stop murmuring, and 
my mother looked at my father sadly, then to my grandfather pleadingly. But my 
grandfather would not stop, and my father bent down and did not speak.141 
 
Comparing Thália, María, Stélia, and Táso, another interesting detail 
emerges. Táso is seemingly not satisfied with her fate, but has no means to 
change it. María is presented lucky for having a family to stay with. Stélia is 
locked in her hard reality in the suburbs. But how about Thália? Even if she 
cannot decide for herself, she is being brought to the cafenios by her 
                                                          
140 Το άλλο απόγεμα έφυγα νωρίτερα από το γραφείο μου και τράβηξα στου Βελαδράπα. 
Βρήκα τα δυο αδέρφια που μαλώνανε. Ο Βελαδράπας ήθελε να γράψη κ’ η Θάλεια τονέ 
βίαζε να τη συνοδέψη όξω να δη τη διαήλωση, που θα γινότανε. Του είχε πάρει το χειρό-
γραφο και τόκρυψε. Chatzópoulos 1915:106 
141 Ο πατέρας έσκυβε το κεφάλι και δεν μιλούσε. Έσκυβε το κεφάλι τόσο που τα μουστάκια 
του γγίζανε το πιάτο εκεί που έτρωγε. Ο παππούς δεν έπαυε να μουρμουρίζει, κι η μητέρα 
κοίταζε τότε τον πατέρα λυπημένα, τότε τον παππού παρακαλεστικά. Μα ο παππούς δεν 
έπαυε, κι ο πατέρας έσκυβε και δεν μιλούσε. Chatzópoulos 1989:273 
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brother, and has the access to listen to the discussion about politics, litera-
ture and e.g. language issue. However, she shows despising attitude against 
the poetess Hippolyte which is the only woman in all the stories that has got 
out of the family house and established her own life and artistic career.  
”Did you see what a vagabond she is? As if she was beautiful! It would not be 
enough for her to sew her skirt, totally ragged and held in one piece with pins, and 
she wants to write poems”, Thália joined the conversation. 
“Do you think she writes them by herself? I do not believe so, he [her husband] 
writes them instead. Didn’t you see how they were fighting? One said to the other: 
it’s yours”, Thália continued. [---] 142 
 
There is nevertheless a sharp contrast in how the woman sees an-
other urbanizing woman and how the urbanizing man sees the peasant 
woman. Níkos’s choice to escape with Hippolyte shows that men who have 
experienced the urbanizing society, the city, have more expectations from 
women, who themselves are not ready for the change. The change in the 
male characters, who have experienced the modernizing city can be seen 
from the attitude of the character narrator towards María:  
What did we speak about? Let´s say nothing. About whatever there is to speak 
about with a girl that her only trouble has to do with washing, cooking, sweeping 
and making beds.143 
 
The lifestyle of the female characters can always be understood as 
peasant, no matter if she exists in the country or in the city; the way of life 
and the values are the same. Thália and María are characters from totally 
different place and class, but the only thing separating them is the amount 
of duties. In Táso it is understood that their position was not very different, 
only the comfort:   
The thing that she was sitting there [at the front gate knitting] to be seen by the 
young men and the thing that she hooked up with someone of them was not a 
                                                          
142  «Της είδες τί σουρουκλεμέ σου είναι; Να της φαίνεται πως είναι κι όμορφι! Δεν πιάνει 
να ράψη το φουστάνι της, που είναι καταξυλωμένο και το κρατεί με καρφίτσες, μα θέλει 
να μου γράφει ποιήματα», άρχισε μαζί κ’ η Θάλεια από την άλλη μεριά. «Λέτε να τα γράφει 
μοναχή της; Δεν πιστεύω, εκείνος της τα γράφει. Δεν είδατε πως μαλλώνανε; Ο ένας έλεγε 
ταλλουνού: δικό σου είναι», ξακολούθησε η Θάλεια. Chatzópoulos 1915:113 
143 Τι λέγαμε; Πες τίποτα. ‘Ο,τι μπορεί να πει κανείς με μια κοπέλα, που μοναχή σκοτούρα 
της έχει το πλύσιμο, το μαγεριό, το σάρωμα, το στρώσε ξεστρώσε. Chatzópoulos 1915:27 
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surprise for me. All the girls of the village were doing that, the upper class girls on 
their balconies and the poor girls at the front gate.144 
However, there is a change in the society in Chatzópoulos’s stories. 
Kern points out the difference in the time before and after the beginning of 
modernism through the subcategory courtship narration of master narra-
tives. Traditionally the realistic courtship narrations were about gender 
roles, sex and love relations, and in the 19th century especially about sharply 
contrasting gender roles. Men learned to work in the world, to earn money 
to support their wife and children, and to assume leading roles in the com-
munity. Women learned to attract a man and wait for him to court while 
learning to sew, cook, play piano, dance, read, and teach children – skills for 
marriage and motherhood. Males and females were seen as opposites both 
physically and mentally. Men were physically strong, rational, active, cool-
headed and adventurous, while women were physically weak, intuitive, pas-
sive, impulsive and flirtatious. Women were waiting for a marriage pro-
posal.145  
Kern relates, how afterwards for a brief moment power shifted and 
women could play the active role in deciding yes or no. There was a move-
ment toward gender depolarization. Kern dates this change to the decade 
of 1890 due to the scientific findings in genetics.146 In the Western and 
Northern Europe the climate started to become much more liberal for the 
women to take a step toward freedom, but in Greece the situation was 
more conservative. However, the voice of the women can be heard. In the 
beginning of the 20th century Greece Annió says no and sits on her dowry.147  
                                                          
144 Πώς καθότανε κεί για να τη βλέπουν οι νέοι που περνούσανε στο δρόμο και πώς έ-
μπλεξε με κάποιον απ’ αυτούς, δε με ξάφνισε όταν το έμαθα. Όλα τα κορίτσια του χωριού 
κάνανε το ίδιο, οι νοικοκυροπούλες στα μπαλκόνια τους και οι φτωχές στις αυλόπορτες. 
Chatzópoulos 1989:102 
145 Kern 2011:10-11 
146 See more precisely about the development: Kern 2011:10-11 
147 The definition of dowry in the Greek Civil Code in 1946 was: the property which the wife 
or somebody else on her behalf gives to the husband in order to alleviate the burdens of 
marriage. It was more common to uphold the custom of dowry in the countryside and 
amongst the lower-class families; in the modern times urban middle-class and rural peasant 
women had to take a job outside their homes to create a dowry. In Greece dowry was 
removed from the family law only in 1983. Lambíri-Dimáki 1985:165-178 
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Chatzópoulos’s message in the stories is about the future collision of 
the roles of the genders; the women are aware of their role and of the po-
sition of that role in the society, but that this setting in the changes of mod-
ernization and urbanization leads to a catastrophe; and the catastrophe can 
be either a forgotten Annió indoors or a Stélia running without a destina-
tion. She is not a peasant anymore, but since she cannot be urban. In the 
modernizing society the differences have become a paradox that cannot 
continue without changing.  
 
3.3. Artist typology in the urbanizing environment 
 
The short stories present different kinds of artists. In Life the protagonist is 
based on Andréas Carkavítsas, who was a recognized author in Greece, but 
the story presents a more general suffocating feeling the modern artists felt 
in the surroundings of urbanizing Greece. Aristídis had been fond of the lan-
guage and wanted to work with it, but due to the economic situation he 
works in a telegraph office, mechanically.  
The yearning for the language would not cease, and whenever he had a chance, he 
turned happily to his dictionary. If any friend got married or the director celebrated, 
Aristídis would write a poem or depict anything and send it to Ethnikós Frourós, 
where he had worked as a revisor. If on its pages rose a discussion of any national 
matter, or any social scandal, he would grab his pen and mail his opinion too. When 
he read it printed, for a long moment he felt as if his heart was breaking, for having 
seen again so clearly that his destination in life should have been different.148 
In Alivéris’s tower, Alivéris is eager to send his novel to the public 
and to surprise everyone. His companions have no illusions of a success:  
He wanted to surprise us, he said. He wanted us to see it printed at once, to be 
captured by it together with the public. The rest of us were not so positive. Our 
                                                          
148 Ο καημός της γραμματικής δεν ήθελε να σβήσει βέβαια, και στην πρώτη αφορμή που 
έβρισκε, γύριζε με χαρά στο λεξικό του. Άμα παντρευόταν κανένας φίλος ή γιόρταζε ο προϊ-
στάμενος, ο Αριστείδης έγραφε ποίημα η σύνταζε κανένα διάφορο και το έστελνε στον 
Εθνικό Φρουρό, όπου έκανε διορθωτής. Άμα πάλι άνοιγε σ ’αυτό η σε άλλο φύλλο κανένα 
ζήτημα εθνικό, άμα έβγαινε στη μέση κανένα κοινωνικό σκάνταλο, έπιανε την πένα κι έ-
στελνε κι αυτός τη γνώμη του. Κι όταν τη διάβαζε τυπωμένη, θλιβόταν η καρδιά του για 
πολλή ώρα, ξαναβλέποντας ολοφάνερα πως άλλος ήταν ο προορισμός του στη ζωή.  
Chatzópoulos 1989:233 
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biggest dream was to see our own name to make some noise in the newspapers 
and to be invited to one of them to write columns. It was the only glory and the 
wealth we dreamt of.149 
Aristídis and Alivéris are both lost artists, who the society has not let 
to express themselves. The economic situation could prevent the artistic 
mind from working and lead him to an ordinary routine in order to earn a 
wage. In general the profession of a lawyer can be seen as a symbol of failing 
to become a writer. Most of the characters that wish to write study law, and 
the ones which cannot make their living as authors, end up working as a 
lawyer. This is also the case of Alivéris. 
However, the kind of artist that is clearly the most urban is a bohe-
mian and Nietzscheist vagabond. Níkos Gávras with these characteristics is 
the most urban and his familiarity with the city is presented through the 
easiness he feels toward the urban elements: 
Before it [the tram] would stop, Níkos jumped off and entered one of the cafenios. 
When I entered after a while, from another door, I saw him standing there and 
looking around the tables, as if he was really looking for someone. “You haven’t 
learnt to jump off the trams yet?” he asked me when I caught him.150  
This supports my idea of the artist belonging to the city more than 
an ordinary law student: the bohemian felt the city in their hands and knew 
how to handle it. Níkos is presented as an arrogant person, and it is easy to 
see the Nietzscheist influence in him through his commentaries: 
”A German woman is love and music. And the man gives her all that. What else 
does she ask for?” [Níkos said] ”A woman for Nietzsche’s taste”, Veladrápas said.151 
 
                                                          
149 Ήθελε να μας ξαφνίσει, μας έλεγε. Να το δούμε τυπωμένο μονομιάς και να μας κατα-
κτήσει και εμάς μαζί με το κοινό. Η φιλοδοξία εμάς των άλλων δεν έφτανε τόσο μακριά. Το 
πιο πολύ που ονειρευόμαστε ήτανε να δούμε και το δικό μας όνομα να κάμει κάποιο θό-
ρυβο στις εφημερίδες, και να μας κράξει άξαφνα καμιά από αυτές να γράφουμε χρονο-
γραφήματα. Ήταν η μόνη δόξα και τα πλούτη που προσμέναμε. Chatzópoulos 1989:259 
150 Πρι σταματήση (το τραμ), ο Νίκος πήδησε και μπήκε σ’ ένα από τα καφενεία εκεί. ‘Άμα 
σε λίγο μπήκα και γω, από την άλλη πόρτα, τον είδα που έστεκε και κοίταζε στα τραπέζια 
γύρω του, σα να γύρευε κάποιον. «Ούτε από το τραμ να πηδάς δεν έμαθες ακόμα», μου 
είπε όταν τόνε σίμωσα. Chatzópoulos 1915:8 
151 «Η γερμανίδα είναι έρωτας και μουσική. Ο άντρας της τα δίνει και τα δύο. Τι άλλο θέ-
λει;» «Η γυναίκα λοιπόν, καθώς τη θέλει ο Νίτσε», είπε ο Βελαδράπας. Chatzópoulos 
1915:97 
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”What are you saying?” I got angry in the end. ”His sister came here especially for 
him, and he won’t go to see her?” [---] ”His sister!” ”Yes, his sister. What nonsense 
is that? Because they were born from the same mother? Those things are weak-
nesses of ordinary people. Power is to be able to win those weaknesses. “So, not be 
a human.” ”To be an übermensch.”152 
In general through the artists presented in the stories can be seen 
the main influences in the turn-of-the-century literature in Greece; both 
the Nietzscheist and symbolist movements disagreeing with the more tra-
ditional moods in arts.  
4. Static space in the changing place  
 
Andrew Thacker argues that the modernist writing is about living and expe-
riencing ”new times”, not in abstracted location of literary history, but in 
specific spaces: rooms, cities, buildings, countries and landscapes. Accord-
ing to him, these multiple material geographies of modernism lead to one 
of the key sets of terms in recent geographical and spatial theory: to the 
opposition between space and place. Many geographical theorists consider 
space a sense of movement, of history, or of becoming. Place is often 
thought to imply a static sense of location, of being, or of dwelling. Much 
modernist writing oscillates between these spatial visions, and it is often 
complicated to divide them, according to Thacker, to “a conservative sense 
of place and a revolutionary sense of space”.153  
The social foundation of space was elaborated in 1903 by the French 
sociologist Émile Durkheim, who explored spaces in different societies that 
vary according to the social structures established within them and that 
therefore are not singular or inert. In 1910 the Spanish philosopher José Or-
tega y Gasset introduced his theory of perspectivism – that there are as 
                                                          
152 «Τι λες, βρέ;» θύμωσα στο τέλος «νάρθη η αδερφή του επίτηδες γι’ αυτόν και να μην 
πάει να την βρή;» [---] «Η αδερφή του!» «Η αδερφή του, ναι. Τι κολοκύθια είν’ αυτά; Γιατί 
τους γέννησε η ίδια μάννα; Αυτές είναι αδυναμίες των κοινών ανθρώπων. Η δύναμη είναι 
να μπορής να τις νικάς.» «Να μην είσαι δηλαδή άνθρωπος.» «Να είσαι υπεράνθρωπος.» 
Chatzópoulos 1915:122 
153 Thacker 2009:13 
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many spaces and realities as there are points of view.154 Later on space has 
been considered either neutral or absolute container which is filled by hu-
man activity or that contains all the flows of behaviour – in these theories it 
does not play an active role in shaping social life. In the 1970’s some scholars 
reacted against this kind of objectivity and made a rather different interpre-
tation of spatiality, whereby space was deemed to be inherently caught up 
in social relations, both socially produced and consumed. Since then the di-
visions of labour both nationally and internationally have become a central 
topic in the research. The Marxist theorist Henri Lefebvre can be seen as the 
first theorist that convincingly articulated the notion of space as socially pro-
duced.155 This is the thought that lies behind the rest of the viewpoints I 
chose to this study; the space of the individual in one way or another de-
pends on the way the place around him is produced.156 
In the case of Chatzópoulos’s stories the producer of space can be 
found in the place that is going through a change. The place consists of eve-
rything social that is connected to the life of the inhabitants. The place with 
all its consistent then shapes the individual space of the inhabitants and the 
emotional attachment they have. In Chatzópoulos’s stories space is static; 
the individuals live in their own static space in the middle of the changing 
place.  Finally the place is the factor that reduces the individual space. From 
this viewpoint it is easy to move further on to the lack of social relations of 
the characters, to their alienation.  
In continuation I will analyse the restricted space of the inhabitants 
in the urbanizing Greece as heterotopias by Foucault and discuss the space 
connected to the gender, and as a product of social relations. Later on it 
might be reasonable to consider whether the alienation is the product of 
                                                          
154 Kern 2011:75 
155 Hubbard&Kitchin 2011:4-5  
156 Social space, according to Lefebvre, is not a thing among other things, nor a product 
among other products: rather, it subsumes things produced, and encompasses their inter-
relationships in their coexistence and simultaneity – their relative order and/or (relative) 
disorder. It is an outcome of a sequence and set of operations, and thus cannot be reduced 
to the rank of a simple object. As the outcome of past actions, social space is what permits 
fresh actions to occur, while suggesting others and prohibiting others. Lefebvre 1991:73 
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restricted space or the restricted space a product of the weak social rela-
tions and in other words, alienation. 
4.1. Settings as heterotopias 
 
There is a strong tendency in Chatzópoulos’s works for theatrical setting.157 
The scenes are minimalistic as he creates around the characters only the 
environment that is physically in connection with them. By being physically 
connected, I mean having a connection of a daily basis, the space the daily 
circumstances allow them to experience. When the doctor leaves the village 
in Táso, he disappears from the scenery, “the camera” does not follow him. 
If we examine Chatzópoulos’s works with the theatre in mind, the structure 
of the text can be seen as a script as it carefully describes the movements 
and expressions of the characters and as it contains plenty of dialogues. Due 
to this the authorial audience actually finds itself as a viewer. Éri Stav-
ropoúlou refers to many theatrical characteristics she has been able to find 
in Chatzópoulos’s works: in the dialogues are used mostly verbs, the verbs 
are connected to seeing and hearing, the characters express themselves by 
movements and gestures. According to her interpretation, the amount of 
light colours each scene according to its atmosphere and tension.158 
It is also clearly restricted what the audience is able to see. Most of 
the time what happens behind the stage is not relevant. For example in Táso 
the narrator even confesses that he misreads Táso´s thoughts as he does 
not know whether she is happy and satisfied or badly lost in her life. It is 
also clear that he underreports his own feelings toward her. The audience 
is left with the feeling that on stage Táso´s physical appearance would help 
understand the implemented messages.  
                                                          
157 The familiarity with the theatrical setting and with the use of dialogues can be explained 
by his relatively amble production of plays as a translator. See chapter 1.1. 
158 Stavropoúlou 1989:38-39 
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Stavropoúlou points out that the feeling of theatre is even more vis-
ible in his novels; she mentions also the careful descriptions of the charac-
ters’ clothing – the clothing is more significant than the facial features in the 
descriptions.159 If the characters are “actors”, the setting can also be seen 
as a scene Chatzópulos tries to set in front of us, as a still image on which 
different episodes take place. In all his stories there is a permanent setting 
or settings, and they can always be calculated with one hand´s fingers. The 
setting is the highly restricted space of the characters and the rest of the 
world is the place. 
It is interesting to think of the meaning of these settings through the 
idea of heterotopia by Foucault. Heterotopia is a place that combines the 
material and metaphorical senses of space. It is a real space that acts as a 
counter-site: it is a kind of effectively enacted utopia in which the real sites 
are simultaneously represented, contested and inverted. It is a place that is 
outside of all places, but which can be located in reality, unlike a utopia, 
which is a site with no real place. Foucault sets mirror as an instance of the 
mixed, joint experience between heterotopias and utopias. The mirror is lo-
cated in reality, but the image of ourselves that we see within it is located 
nowhere, in utopia. It combines heterotopias and utopias simultaneously. 
The gaze must pass through the reality of the actual glass and also through 
the unreality of the virtual image of the mirror.160  
If we consider the settings in the stories of Chatzópoulos as a repre-
sentation of heterotopia, we can get to understand the metaphoric scenery 
he creates. By using the restricted setting with only a few elements that are 
directly in touch with the everyday life of the characters he does not exclude 
the rest of the environment; it is there influencing strongly the psychological 
situation of the characters. In Annió the only concrete setting is Annió’s gar-
den and the well. All the rest of the events are abstract, been gone through 
in the narration without a description of the scenery nor of the positions or 
                                                          
159 Ibid. 1989:38 
160 Foucault, Michel, lecture in 1967 (In Electronic sources) 
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movements of the characters. The narrator explains us the gaps that take 
place outside the stage of Annió’s garden, which in the case of this story is 
the heterotopia. 
If the urbanizing city is the place and Chatzópoulos’s setting is the 
heterotopia, which the characters experience while examining their own ex-
istence, their own space; then what is their existence? If the urbanizing city 
is the space in which the characters live in their heterotopias, the real place 
is missing from the stories. Chatzópoulos has managed to illustrate in this 
way the indifferent and insignificant position of the inhabitants of the city, 
which is created by the feeling of enclosure the theatrical setting metaphor-
ically presents.  
In the story Life the protagonist has ended up spending his time be-
tween the telegraph office, the street which combines his flat and the office 
and the dining place where he takes his lunch. This does not mean that this 
is the only setting that influences him; there is the whole city changing 
around him and the society and politics that have influence on everything 
he is able to do in his everyday life.161 The authorities are mentioned, but 
they are distant from the scene. When he returns to Athens after having 
been sent to the provinces he finds the city different and inhospitable for a 
person in a situation like his. It is the city that encloses him to this meta-
phorical setting of minimalistic input that is presented to the authorial au-
dience.  
This is not the only case where the character is shut to his own ter-
ritory. When we study the variety of Chatzópoulos’s stories as a whole, we 
can understand that most of the characters have a specific territory they 
cannot shake. This is one of the most remarkable images of the time period 
that Chatzópoulos passes to us. Táso stays in front of her grandmother´s 
door. Annió stays in the house and in the garden during all the years that 
                                                          
161 In Foucault´s theory of heterotopia the third dimension is power. The material and met-
aphorical senses of space interact on the basis of relations of power. See Thacker 2009:22-
29 
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the merchant narrator establishes a new life abroad. Stélia has no exit from 
the dark room she lives in. The narrator in The sister never leaves her child-
hood house. All these characters are paralyzed in the period of big changes 
in Greece. It is furthermore worth studying the differences in this tendency 
of enclosure; I will continue the discussion of the static space in connection 
with the gender in the next chapter. Was there movement and if, who was 
granted with that?  
4.2. The space of a woman 
 
As in Ibsen’s A Doll’s House Stélia runs out In the darkness.162 The difference 
is that Nora has hope and Stélia has to realize there is no other place except 
the darkness for her. She has to face “charos” in her restricted space. 
Stélia belongs to the same class, to the same group, with Stávros, 
but does not have the same experience of the life outside their house.  Men 
have to face the individualism and the changes in the role-density and pro-
fessions, which is probably the reason why they appear to be developing 
and more active in the changing city. Women are restricted to their space, 
but they have all the possibilities to observe, and through their observations 
they understand a lot about the chaos surrounding their husbands.  
The story of Annió is the most characteristic example of the static 
space in which the female characters exist. The story tells us the narrator’s 
whole life from youth to the years when he is a middle-aged, successful mer-
chant, and all these years Annió stays inside the same house. On one hand 
Annió’s enclosure to her childhood house has to do with her devotion to her 
first love, but on the other hand that is not the only factor restricting her 
space. All the movement in the environment is created for men; the con-
trast between the life of the narrator and Annió is remarkable. The narrator 
works in the grocery store and is always the one that moves towards Annió. 
                                                          
162 Chatzópoulos translated Ibsen. See part 1.1. 
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He is the one that makes the decision to ask for her hand, to leave the coun-
try, and to return.  
When he returns after having lived one life abroad, he experiences 
the changes in the place; he stays in a new hotel in a part of the city that did 
not exist before he had left. All the city growing around Annió has been de-
veloping without her supervision, he finds her sweeping the same floor in-
side her house. She is seen strong when she refuses the offers of the faith-
less first love, but in the end the only thing she manages to do, her only 
action, is a negation. The authorial audience is left with the impression that 
her destiny was in the narrator’s hands.163 
However, there is also another point of view in the stories. Even 
though the space of the female character in Táso is restricted, it is a story 
where the female character is shown to have strength inside her restricted 
space and this is why the audience has the access to compare the attitudes 
against different genders; what happens when the existence of the female 
is not static? Following the naturalistic course, this does not lead to a happy 
end. In the beginning of the story the logic is the same; Táso is never moving, 
but she is described as a girl that behaves like the boys on the playground 
and has the eyes of a cat. The moment she overcomes the boarder and steps 
to a freedom of a kind, she ends up having a lot of affairs and gains a horrible 
reputation amongst the villagers. As long as she is static and quiet she is 
described as an interesting person, but the moment she takes advantage of 
this interest her description reminds the audience of a witch. The scene, 
where Táso arrives to the narrator’s house to blackmail him, is somehow 
unexpected and supernatural. 
Suddenly, when I had already lied down, I heard knocking on the door. “Somebody 
came to call me for a patient”, I thought, “I hope Ι will at least get paid for the 
                                                          
163 To remain an old maid (in Greek γεροντοκόρη) was and is considered by the majority of 
Greeks as one of the worst fates that can befall a woman. Lambíri-Dimáki 1985:168 
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inconvenience”. I went to open the door. I lost my breath when I recognized Táso. 
Her glance blazed in the dark. Without a sound I let her enter.164 
The narrator sees strong Táso as a distraction instead of something 
worth considering. The polarity between the naturalistic course of Táso’s 
life and the realistic course of the narrator’s life is remarkable; the narrator 
overcomes his problems and continues his life when the poor neighbours 
one by one end up to a disaster. An important point to consider is the nar-
rator´s natural will to choose a girl with a dowry; this leaves poor Táso out 
of question. 
Another detail that verifies this contradictory of static feminine and 
masculine in motion is the fact that both of these female characters, Táso 
and Annió, have been left behind and the doctor and the merchant narrate 
these stories to their friends during another adventure.165 Also in Über-
mensch men travel and arrive to places, where women can always be found 
doing the same things. Thália is at her parent’s house, María is making the 
beds in Nikos’s parents’ house. This highlights the freedom to develop; a 
male character can search, try and fail, but the female character is con-
demned to be a peasant in ideology in her static space throughout her life. 
One way to understand these settings is through the idea that the 
society does not create a pull factor for the women to leave from their 
houses and to expand their space; this is not necessarily related to men as 
characters. There is no reason for the women to dwell on the roads, and 
they do not react, when it is unthinkable. When Táso’s brother beats her up 
for having had a male visitor, he follows his instincts but is described con-
fused and sad afterwards; Táso does not defend herself even with words. 
                                                          
164 Άξαφνα, σαν είχα πια ξεποδεθεί, άκουσα χτύπο στην πόρτα. «Έρχουνται να με φωνά-
ξουν από κανέναν άρρωστο», στοχάστηκα. «να μην ήτανε τουλάχιστο κανένας κοντοτάδος 
και να πληρωθεί ο κόπος». Πήγα και άνοιξα την πόρτα. Μου πιάστηκε η πνοή σα γνώρισα 
την Τάσω. Η ματιά της άστραψε μες στο σκοτάδι. Δίχως να βγάλω τσιμουδιά την άφησα 
και μπήκε μέσα. Chatzópoulos 1989:141 
165 The narration is built interestingly in both of the stories. In the beginning there is a short 
introduction where the men sit down together in the night in the nature and speak about 
their love affairs; these two stories are the outcome. 
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Ι got quickly out to the street and entered Táso’s house. Giorgíkos had her on the 
floor and hit her wherever he could reach, with hands and legs. The women that 
had arrived before me could not separate him from her. “Go away from here, I will 
kill her”, Giorgíkos shouted in rage and kept on hitting her with his shoe he had 
taken off. Táso had curled up on the floor and moaned silently. [---] As we brought 
him to to the door to leave, I glanced Táso, who was getting up. There was not even 
one tear in her eyes. She lifted her hand to her hair as if she wanted to fix it and 
looked at me straight to the eye with a savage smile on her face.166 
 
These settings evoke the question of what is wrong, but do not point 
with a finger. The authorial audience gets the impression that there are se-
rious women that have all the responsibilities to maintain the male charac-
ters’ playground nice and clean; or even available. In Teacher’s house the 
wife pays the trial giving a chance to her husband to work. In Táso, where 
the woman decides not to take this role next to her husband, the male char-
acter falls ill and in the end dies. In general, the combination of strong in 
character and traditional women, with the adventurous and ignorant men, 
gives more power to the place itself.  
 
4.3. The experience of alienation  
 
The strongest characteristic of the personal urban experience in the short 
stories of Chatzópoulos is definitely the feeling of alienation. It is present in 
all the stories: Níkos, his cousin and Aristídis are alienated from the village, 
Stélia from both the village and the city, Annió cannot follow her time and 
the father in Teacher’s house cannot adapt to the city without changing his 
ethics. 
                                                          
166 Κατέβηκα γλήγορα στο δρόμο και μπήκα και γώ στο σπίτι της Τάσως. Ο Γιωργίκος την 
είχε ξαπλωμένη χάμω και τη χτυπούσε όπου έφτανε, με χέρια και με πόδια. Οι γυναίκες 
που είχαν φτάσει πριν από μένα δεν μπορούσανε να του τη βγάλουν από τα χέρια. «Φεύ-
γατε από εδώ, θα την σκοτώσω», φώναζε αγριεμένος ο Γιωργίκος και χτυπούσε με το τσα-
ρούχι του, που είχε βγαλμένο από το πόδι. Η Τάσω κουλουριασμένη χάμω μούγκριζε πνι-
χτά. [---] Καθώς τον βγάζαμε στην πόρτα, η ματιά μου έπεσε στην Τάσω, που ανασηκωνό-
ταν αποκεί που ήταν πεσμένη. Δεν είχε ούτε ένα δάκρυ. Έφερε το χέρι στα μαλλιά σα να 
ήθελε να τα σιάξει, με κοίταξε κατάματα και στα χείλη της σα να ’τρεμε άγριο γέλοιο. 
Chatzópoulos 1989:103 
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Since the discussion about the urban people’s alienation was started 
by Marx, who was also the ‘master’ of Chatzópoulos’s ideology and the rea-
son for his initiation of prose writing, it is necessary to investigate the prob-
lem through the Marxist viewpoint of alienation as a sociological issue. 
Marx’s original theory of alienation arises from the means of production and 
the conditions of production. The worker produces for other’s interest to 
secure his own survival. Therefore, he turns out to be a product, ends up to 
poverty, loses his personality and cannot control his working conditions. The 
worker is alienated from the production process and from other people. 
According to Joachim Israel, Marx’s definition of alienation can be 
analysed from two points of departure, or on two different levels. It can be 
considered as a psychological problem, and it can be analysed as a sociolog-
ical issue. An example of psychological alienation can be found in the cate-
gorization of Seeman. He distinguishes five states; powerlessness, meaning-
lessness, normlessness, isolation and self-estrangement. This is the subjec-
tive, psychological, side of alienation. More objective point of view is 
through the sociological processes, which affect the individual, and his role 
in the society. In this case of objectivity, we study the processes of estrange-
ment instead of the levels of personal estrangement.167 According to Israel’s 
analysis, alienation and the industrial society are related in a causal relation-
ship; it is the latter which gives rise to the former.168 
Israel calls the theories individual-oriented if they are oriented to-
ward social change and assume alienation as a consequence of the organi-
zation of society. Israel calls the simple alienation theories also discrepancy-
theories; they maintain that there exists a discrepancy between learned ex-
pectations, values or goals and a difficulty or an impossibility in a given social 
system to realize these values or goals. The consequence of this is a psycho-
logical state of alienation. In individual-oriented theories the aim is to ana-
lyse how the discrepancy between actual psychological conditions or states 
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and the demands of ‘human nature’ can be abolished. This is achieved by a 
change in those sociological conditions which create the discrepancy.169  
Teacher’s house presents a kind of alienation that has to do with dis-
crepancy of values. The father is shut out of the society, he is not accepted 
in the family, until he is able to follow a cruel and profit-related way of mak-
ing a living. In the darkness presents individuals, who in the new surround-
ings or in the combination of the new urban and rural surroundings have 
ended up feeling alienated of the human life in general. 
Marx’s original alienation theory comprises three aspects: religious 
alienation, political alienation and economic alienation. Kostas Axelos’s 
grouping is more complex since he adds to it an anthropological point of 
view: His types are economic and social alienation, political alienation, hu-
man alienation, and ideological alienation.170 I will go through these aspects 
and analyse them as they are experienced in the short stories. 
In economic alienation Axelos sees Marx trying to be both positive 
and negative; he emphasizes the production being a manifestation of hu-
man productivity, but at the same time the process, where human loses his 
meaning, matter, in the alienating labour. In the modern society labour 
makes human a stranger to himself and to his products.171 Aristídis is the 
clearest case suffering from economic alienation; he tells that at work he 
feels like a screw of the telegraph machines. His position brings him only 
money for basic needs – no goods or spiritual satisfaction. In Annió, on the 
other hand, there is a commentary on the power of money, when the nar-
rator is unable to leave his property to return to Annió. He ends up back to 
his roots alone, alienated from the possible happiness he could have ex-
pected before starting his business. Marx thought that a human being dif-
fers from the rest of the animals due to his needs and his ability to use tools, 
and that the invention of production strengthened the tendency of these 
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needs to grow. This development in the end makes humans strangers to 
each other.172 
According to Marx, the politics determine the economics. Politics is 
the form which organizes production and economic forces, the actual mate-
rial of society. However, the politics also distort the logic of economic 
growth: it is a consolidated version of the scene. Political alienation is the 
alienated expression of economic alienation. The politics and the state ap-
pear as alienated, but also alienating forces.173 Political alienation derives, 
according to Marx, from the state. It has the same function as religion, being 
a projection of human power into an abstract idea, which in turn makes hu-
man feel more powerless. Marx experiences the state and its bureaucracy 
as isolated and alien to the individual. The state does not care about indi-
vidual’s existence in a society without communion between people, and the 
person in relation to such a state does not experience a feeling of solidarity; 
he is only able to relate himself to it as an isolated monad, an Individual. 
Human’s inner life is divided in a world split up in such a way. According to 
Marx, human’s political alienation can be overcome only if the state will 
vanish.174  
In order to find this point of view from the stories one must find so-
cial criticism in a more general level. Definitely in the case of Aristídis this 
can be sensed in his powerlessness in front of the system, running after a 
placement that does not support him and being able to criticize the system 
only anonymously - and the moment he gets caught he is displaced and sent 
to work somewhere, where he cannot be influential. Stélia and Stávros are 
workers that the system can take advantage of; there would be so many 
steps to reach the decisive part of their reality that they can only ask for 
food from their employer.  
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Axelos includes to the category of human alienation the topics of re-
lationships between the genders and the forming of families. Basically, Marx 
claimed that if marriage and the urban families were abolished, also the rest 
of the problems would be solved. The couples would choose themselves, 
men and women would be equal, woman would not be an object for pleas-
ure and reproduction, children would be educated by the society, women 
would not be dependent of the men, either children from their parents, ei-
ther the couple from the politics. Marx considers the marriage system as a 
machine, which can be compared with the production process. Marriage is 
based on economics, it is a form of totalitarian ownership, and a means of 
reproduction. Therefore, the urban family is the basis for the state and the 
urban society, it reflects the production processes and economy, and leads 
to alienation.175  
Human alienation is definitely one of the main topics in Chatzópou-
los’s works. The whole story of Táso is a commentary to the marriage system 
of the time. Táso’s marriage is organized to save her from shame and the 
narrator’s marriage according to the bride’s dowry. Even their common chil-
dren are alienated from the society due to social marriage regulations. The 
narrator looks at his own children in a despising way, and presents the pres-
sure of the social system and values that alienate people from each other 
and in the end from themselves: 
I was trying to picture them [the children] in front of me, to remember their faces 
and features. But I could not distinguish the blurry, forgotten, images. I saw only 
two dirty worms, dusty and bare-foot, as I had seen them last morning, crawling 
around their mother’s feet covered with ash.176 
Aristídis considers a marriage only because of the dowry he would 
receive. The bride does not have an easy access to the “marriage market” 
                                                          
175 Axelos 2000:162–163 
176 [---] γύρευα να τα φέρω [τα παιδιά] ολόβολα μπροστά μου, να θυμηθώ τα πρόσωπά 
τους, τα σουσούμια τους. Μα δε μου ερχόντανε στο νου παρά θολές οι εικόνες τους, χα-
μένες. Έβλεπα μόνο δυο σκουλήκια βρόμικα, σκονισμένα και ξυπόλυτα, καθώς τα είχα δει 
την περασμένη αυγή να σέρνουνται τριγύρω από τα σταχτωμένα πόδια της μάνας τους. 
Chatzópoulos 1989:144 
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due to a forbidden romantic affair she has gone through in her youth. Fi-
nally, there is a competition to whom this girl, or dowry, goes to, and Aris-
tídis loses due to his age. In the case of Annió the topic has to do more with 
class differences than the marital regulations.  
In ideological alienation to Marx religion merely reflects man’s own 
wretchedness that derives from the economic and social destitution. To 
Marx religion is the sigh of the oppressed creature, the sentiment of the 
heartless world, and the soul of the soulless conditions. It is the opium for 
the people.177 I would like to return to what Bastéa mentioned in her re-
search about the turn-of-the-century Athens through the writings of Papadi-
amántis: the Greek people as less powerful than the other European nations 
will always have need for their religion. How is this visible in the short sto-
ries? Aristídis looks back to his father who was a priest and remembers it as 
a relief, as a sigh, as an exit of the oppressive daily life in the urbanizing city. 
The poor farmers in Übermensch continue to support their religion and their 
modern Nietzscheist poet son throws the family icons from the window. 
As I started to read the news, María interrupted me entering the room, holding two 
icons on her arms. “What is that, girl?” my aunt asked. “He gave these to me to 
bring them here, he doesn’t want to have them inside the room. He stands on the 
table and tries to bring down also the icon corner”. Maria’s voice was trembling. 
My aunt ran furiously to the door. ”Put them back inside”, she said to María. “Put 
them where they were. As long as I am alive, I command in my house.” “María! 
Come and take these too, otherwise I will throw them from the window”, Níkos 
shouted from his room, [---] “He threw them”, María beckoned to me [---]178 
Axelos regards also the arts a part of ideological alienation. As the 
productive and economic techniques and the social circumstances deter-
mine all the human creations, they are also the condition for art. When a 
                                                          
177 Israel 1979:31–33 
178 Εκεί που άρχισα να της διαβάζω, η Μαρία μας έκοψε, ξαναμπαίνοντας μέσα με δυο 
κονίσματα στα χέρια της. «Τι είναι αυτά, μωρή» ρώτησε η θεία. «Μου τα’δωσε να τα φέρω 
δώ, δε τα θέλει μέσα λέει. Είναι ανεβασμένος στο τραπέζι και θέλει να κατεβάση και το 
κονοστάση» Η φωνή της Μαρία έτρεμε. Η θεία πετάχτηκε άγρια στην πόρτα: Σύρ’ τα πάλι 
μέσα», είπε της Μαρίας. «βαλ’ τα γρήγορα εκεί που είτανε. Όσο είμαι ζωντανή, το ορίζω 
εγώ το σπίτι μου.» «Μαρία! Έλα πάρε κι αυτά, μην τα πετάξω απ’ το παράθυρο», φώναξε 
από την κάμαρά του ο Νίκος, [---] «Τα πέταξε», μου έκανε νόημα η Μαρία [---] 
Chatzópoulos 1915:44-45 
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piece of art becomes a means of exchange, either with products or money, 
it becomes dependent of the laws of supply and demand. Since the produc-
tion processes, and the economic and social circumstances are alienated, 
the same happens inevitably to the art too.179  
Chatzópoulos demonstrates in his short stories many cases, where 
this kind of ideological alienation either stops the endeavour to create or at 
least distorts it. The commentary on art’s alienated condition is clearly one 
of his concerns. Alivéris tries to write a novel that would sell, but ends up to 
work as a lawyer. Aristídis does not find his way to create. Níkos is in debt 
as long as he does not write commercial travel descriptions, and interest-
ingly, only Veladrápas, who does not have to be concerned about his daily 
income, seems to have a stable course in his writing activities. 
In this sense the whole society seems to be an alienating mechanism 
in the short stories. Chatzópoulos’s message follows carefully the teachings 
of Marx and furthermore can be considered as a Marxist commentary on 
the social conditions of his time. However, Chatzópoulos does not propose 
returning to the countryside as a solution for the problems. In some of the 
stories the urban characters are clearly alienated also from the country. A 
more complex example of alienation and belonging can be found from the 
Übermensch. The narrator feels distant from the country, but does not be-
long to the city either as long as he is not working. He is a good example of 
the people that leave the country, lose the contact to their roots, but do not 
belong to the city. According to Chatzópoulos the situation is a dead-end. 
In continuation I concentrate on more modern sociological theories 
of roles and differentiation of Banton and Southall in order to show another 
point of view of the possible causes for urban alienation. It is definitely nec-
essary since in the short stories Chatzópoulos concentrates on the psycho-
                                                          
179 Axelos 2000:233 
64 
 
logical and personal experience of alienation in the society. The most Marx-
ist critic of the property and capital are included for example in his novels 
Tower on the riverside and Love in the village. 
4.4. Change in social density and the role differentia-
tion  
 
According to Banton, the urban human alienation can be explained with 
Durkheim’s theory about social density in the cities. He points out that while 
economic advance in the city unites people previously separated, it divides 
them up against in new ways. The relation of the industrial worker with his 
employer may be more impersonal even than the relation of the planta-
tion’s owner with his slave. Banton reminds that great areas of industrial 
cities are segmented almost exactly in Durkheim’s sense; large numbers of 
people in similar occupation and social status occupy separate territories 
and are related to other groups only in a relatively few restricted role-rela-
tionships; within a particular milieu there may be a dense network of social 
relations, the various groups being bound together by cross-cutting ties, but 
between milieux there may be only standardized role-relationships. Durk-
heim explains this with the opaque character of the partitions that separate 
them. This explanation is valid enough to shed light on the alienation of the 
newcomers in industrialized towns.180   
In the darkness illustrates through Stávros and Stélia two different 
kinds of alienation and the opaque character of the partition between the 
milieux. Stávros feels first disclosure in the smoky streets of the city, but 
slowly discovers the bohemian city life in the cafenio with cards and drinks. 
He escapes the hard environment to the decadent course, which finally 
brings him to his end. He ends up being alone in the world. None of the 
former companions from the cafenio comes to visit him to his death bed, 
except of a family friend that is interested in seducing his wife.  
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Stélia is also alone and waits for Stávros to die, processing simulta-
neously the hopelessness of her situation. Chatzópoulos’s strongest scene 
of alienation is in this story; Stélia gets beaten up by her drunk husband, 
grabs her baby and runs out of the house. She runs the whole day on the 
fields and has no place to stop. She sees two peasant women that pass her 
on the field, but they only nod to her and leave her alone with the child. This 
is the scene that supports Durkheim’s view of the opaque character of the 
space between the groups. Stélia runs to the forest and falls asleep. She 
dreams of her village, of running on the fields with the animals, feeling one 
with the environment. Awake she realizes the desert fields cause her fear 
instead, ever since the soldiers had captured her and her mother. She re-
members the way her father always punished her and how her brother 
wanted to kill her for having spent time with men; she realizes that there is 
no way to go back with the baby. She sits to a spot where she can see the 
illumination of the city: 
[the last beam of sunlight] seemed to her so sad, so cold, so frozen, as if it was the 
last one ever to illuminate the existence.181 
 
In The sister, the protagonist appears in her childhood home first 
beautifully stressed, as a sigh from a different kind of world. After being 
away for a long time she returns again, miserable and quiet, sick, the grand-
parents say. Ever since she sits inside the house and as she looks out of the 
window she says: Only inside here the world is beautiful. The experience of 
the sister in the city is left a mystery, but the authorial audience has a hint 
of the pressure in the city; she did not survive there. 
 A different kind of alienation can be experienced in the stories 
where the protagonists are men. In Life the protagonist Aristídis is all alone 
in Athens and has been all alone ever since he left his hometown. He works 
in a telegraph office, but hardly ever receives anything himself. Even if Aris-
                                                          
181 Chatzópoulos 1989:207 της φάνηκε τόσο θλιμμένη, τόσο κρύα, παγερή, σα να ήταν τε-
λευταία [αντιφεγγιά του ηλίου] που φώτιζε την πλάση. 
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tídis cannot find a meaning to his life, the naturalistic kind of hopeless mis-
ery is not present in this story.  Aristídis is by himself, but he can continue 
walking the streets to work and sit in the dining place for lunch. Alienation 
from the society does not mean in his case enclosure.  
Through Banton’s role theory, it is possible to examine possible rea-
sons for Aristídis’s melancholy. According to Banton, in a village society 
many roles have a wide social significance and custom dictates what combi-
nations of roles are socially appropriate. In transition to urban living many 
roles are subdivided and all sorts of new combinations become possible. 
Consequently the pressure of urban living derives from its very flexibility, 
which generates problems of adjustment, in other words, alienation. But 
even if the inhabitants were victims of alienation, they believe to be better 
off in the town. They value the freedom and the variety in sake of the feeling 
of belonging. 182 In this sense, Aristídis’s nostalgia to the past, when his fa-
ther was the priest of his hometown, can be explained. The position of the 
village priest definitely contains more roles than the position of a telegra-
pher - which is a position consequence of an advanced differentiation of 
roles. Culturally more roles are available and more combinations of roles 
are possible in the urban environment, but the access to them is restricted 
and the interchange between them difficult. Banton suggests that the mis-
ery that is found in urbanized towns springs in part from the greater differ-
entiation of roles. 
Chatzópoulos explains this reason for alienation in the story 
Teacher’s house. The protagonist has arrived to the city from the country-
side:  
Before he had lived in his village on the mountains, where people spend their time 
playing cards, speaking about politics and stealing goats of one another. There isn’t 
any need that would force anyone to have a distinct job. The only known profes-
sions are of a measurer, of a conductor, of a burgess and of a policeman. The father 
had some experience of all these in his village, but since he arrived to the city none 
                                                          
182 Banton 1973:47-50 Banton defines role in the simplest possible sense as a set of rights 
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of these positions was available. His father-in-law was ashamed of people seeing 
him so idle and forced him to look for something to do.183 
 
In Táso there isn’t any reference to the differences in the human 
conditions between city and country, but the point Chatzópoulos empha-
sizes in this story is the density of the social relationships on the countryside. 
According to Banton, there are two chief approaches to the question of the 
quality of social relations in urban and rural surroundings. The first stresses 
the economic interdependence and the second the interdependence in so-
cial relationships. The second approach starts from a recognition that in the 
small societies in villages, people know one another as individuals and are 
dependent upon one another for social reputation. One person interacts 
with another on the basis of several different role relationships, giving rise 
to a tightly interlocking network of social ties. In the city, on the other hand, 
many kinds of social relationships are confined in separate compartments 
and the urbanite has scope to choose his associates; there is much less 
chance that his partner in one relationship will be the partner in another. 
From this standpoint urban society reveals a lower social density.184 In Táso 
the cause of the events that shape the story are connected with the tight 
social density in the village. Due to them, the doctor is about to lose his rep-
utation and even ends up entering his house from the backdoor. All the de-
cisions are made according to the social pressure. In the little town Táso is 
part of most of his relationships and in the end the doctor can only hope for 
acceptance for his choices. 
Instead in Übermensch, the city is described as an anonymous place. 
When the character narrator does not want to appear in front of Thália or 
                                                          
183 Chatzópoulos 1989:274 Πρωτύτερα ζούσε στο χωριό του απάνω στα βουνά όπου οι άν-
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ξεχωριστή δουλειά. Τα μόνα γνώριμα έργα είναι του καταμετρητή, του εισπράκτορα, του 
πάρεδρου και του αστυνόμου. Από όλα αυτά είχε περάσει κι ο πατέρας μου στο χωριό του, 
μα κάτω στην πόλη που κατέβηκε, δε βρέθηκε εύκαιρη καμιά από αυτές τις θέσεις, κι ο 
πεθερός του ντρεπόταν από τον κόσμο να τον βλέπει να κάθεται άεργος και τον βίαζε να 
πιάσει κατιτί να κάνει. 
184 Banton 1973:43-70 
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Veladrápas, he is able to keep on living his normal routines without colli-
sions. Níkos is free to support his individualistic way of living since the mo-
ment of trouble he can disappear to the increasing city streets and cafenios. 
Also in Life, Aristídis can be forgotten from the society for a plenty of time 
until the collision takes place. This definitely supports Banton´s view of the 
loosening social ties in the cities. In continuation, I want to deepen the anal-
ysis of the artist and his space through the insight Chatzópoulos’s short sto-
ries à clef, Übermensch and Life, give. 
 
5. Urbanization and the modern city; the place for an 
artist 
 
In this final chapter of my thesis I want to shed light on the space of an artist 
as Chatzópoulos presented it in his works. I consider the topic important to 
my investigation because of the meaning Chatzópoulos gave it himself – the 
artistic life in Athens was the topic about which he chose to write the short 
story à clef. 
 Before presenting the definition of the stories à clef and their possi-
ble meaning in the literary research I want to discuss the continuation of the 
modern individualism and its influence to the artistic scenery. In the previ-
ous chapter I discussed the topic of lower social density in the cities and the 
differentiation of roles in urbanizing place. Now my goal is to analyse, how 
the influence that was so directly visible in the working class changed the 
artistic scene in the “new-born” urban environment. 
 The urban city can be seen as a complex society. According to Aidan 
Southall, it is exactly this complex society that is prerequisite for the appear-
ance of individualism. He reminds us of the confusion in connection with 
statements as to that which is personal and that which is individual in dif-
ferent types of social systems. In simple societies nearly all relationships are 
face to face between persons who all know one another in an all-round fash-
ion. In complex societies much social interaction is between individuals, not 
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necessarily face to face, who only know particular limited aspects of one 
another. Southall points out the contrast between the personal quality of 
simple societies and the individual quality of complex societies.185 It is ex-
actly this kind of complex society, in which the roles are already differenti-
ated, where the lower social density makes it possible for individualism to 
develop. 
Southall’s and Banton’s theories support the idea that a complex so-
ciety is the condition for a modern artist to “be formed”. Southall argues 
that simple societies do not encourage unlimited development of personal 
originality: On the contrary, the society creates a certain basic conformity 
that it is dangerous for ordinary people to transgress. A great deal of social 
life in complex societies is much more impersonal, but the large number of 
choices available in social interaction, and the limited extent of multiplex 
relationships – the low level of moral density – allows greater scope to the 
development and expression of individual differences. “The complexity of 
complex societies is above all a characteristic of urban situations.”186 It can 
be argued that due to this the urban situations are necessary for an individ-
ual artistic expression to develop. Urbanization created space for the artists 
to develop and finally unite – and the places creating this space were the 
literary cafés, in the Greek case cafenios, which were an outcome of the 
modernizing city.  
In Chatzópoulos’s works we indeed get to experience what was an 
artist in the beginning of the century and what was his relationship with the 
urbanizing environment. Through the observer narrator in Übermensch we 
have access to experience one story from two perspectives: both from Nie-
tzscheist, individual artist and from ordinary law school student.  The narra-
tion of the student is inevitably unreliable, but in that way it creates an im-
age of even more personal experience of the situations. In Life another point 
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of view is present; a man that loved the letters, but never succeeded in en-
tering their world. Between all the unreliable narrations of Chatzópoulos, 
where the characters are in touch with the narrator, Life with its reliable and 
more distant noncharacter narration creates a feeling of loneliness of this 
secretly literary man; and that is what the story finally is all about.  
5.1. Insight through short stories à clef: historical value 
  
Roman à clef is relevant to this study because as a genre it gives an insight 
to the true world – in Chatzópoulos’s case to the literary circles and ideo-
logical battles of the change-of-the-century Athens, and to the strong alien-
ation the residents of Athens felt toward the country.  
Sean Latham intends to define roman à clef as a genre. In general 
roman à clef is a novel that requires a key to unlock its secrets; to match the 
names of characters to the real-life-figures upon whom they are based. The 
keys are complex and obscure objects; they might be circulated by the au-
thor among a circle of intimates.187 As a genre roman à clef is distinguished 
by what Gérard Genette calls ‘conditional fictionality’, meaning that as a 
narrative it is for some readers true and for other readers it is pure fiction. 
In addition to this, in its pages plot matters less than the mostly nuanced 
details. Unlike other genres, the roman à clef is infectious and threatens un-
remittingly to transform any fictional text into a narrative of fact.188 Latham 
argues that this is a quality of a widely recognized genre rather than a 
unique aesthetic experiment of an author. The questions about fiction and 
fact for instance in Joyce’s Ulysses make it a representative of this genre.189 
Roman à clef has been claimed to support gossiping, which is the 
reason why it has not found its placement in the group of respected and 
common literary genres. Latham writes that to confuse literature with gos-
sip is cast as unethical and also unprofessional because it undermines the 
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romantic ideal of the writer as a purely creative being able to draw charac-
ters and events from out of his or her imagination.190 However, one can ar-
gue that there is a certain historical value in this kind of cultural gossiping, 
as in the case of Chatzópoulos. Through his story à clef the audience has 
access to witness a representation of an extreme Nietzscheist artist in the 
turn-of-the-century Athens and to feel the atmosphere between the poets 
during their battles.  
Übermensch definitely offered less to the audience when it was pub-
lished. As a usual story à clef it was meant to criticize Chatzópoulos’s own 
literary companions and to provoke a discussion about the values and ways 
of thinking, which the story parodies. Amongst the critics Übermensch was 
never favourably evaluated.191  One reason for the denial of its artistic value 
most probably had to do with the lack of experience of the genre in Greece. 
Latham refers to “our good literary manners”, which in this case might have 
created a distance between the audience and the story. Carvélis writes 
about Übermensch also that the problem of the story turns out to be that it 
claims and accuses. This was something Chatzópoulos usually did not prefer, 
and the fact that he did it, is also another reason to understand the satiric 
value of the story.192  
When the roman à clef is written to be provocative, in Chatzópou-
los’s case he has described his own literary circles in a satiric tone not to 
provoke annoyance but discussion and self-criticizing laughter. The story 
presents many of the then currently important and emotional topics. The 
artists support different sides, either Italian or German literature, either De-
motic language or Katharévousa. Simultaneously the story presents the lack 
of development of Greek literature in his time. There might be implemented 
critic for his brother’s life style and choices, and the provocation Latham 
                                                          
190 Ibid.2009:6 
191 See Carvélis 1998:136 
192 Carvélis 1997b:98 
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describes is most likely directed toward his brother and not to the common 
public. 
According to Latham, the keys are often found in the telling descrip-
tions of an individual’s idiosyncrasies – a characteristic laugh, for example, 
or a unique turn of phrase, that reveals the real person in text.193 
Chatzópoulos definitely uses the literary taste, dialects and exaggerated 
characteristics as keys. In the case of Chatzópoulos a lot has been inter-
preted also through his correspondence. After the publication of Über-
mensch Lámbros Porfíras writes to Chatzópoulos like this:  
I recognized also some of our friends. Vedoúris – Malakásis - Giannétsos, the only 
one I did not find was Clapátsas and it made me sad. The rest of them, except of 
the young man from the Libyan Desert, I could not recognize. You might have cap-
tured them from real life, and their discussions with the drinks or in the cafenio be 
real, what bothers me is that they remind more of a caricature.194 
In Übermensch all the characters are described so carefully that the 
audience inevitably intends to use the key to understand, which poet each 
character represents - as in the case of the character Thémis Floísvos: 
He had the most savage and miserable look of them all. Black, gaunt, hair pointing 
up and goggling eyes. On his cheeks hanged a sparse bristle, his thin neck was long 
and made curves on a hairy ribbon that held a dark piece of cloth in front of the 
waistcoat, pretending to be a tie. His fingers trembled as he held the script and his 
nails were even blacker than his eyes. The sound of his voice was heavy mumbling, 
sometimes it sounded so deep as if it had been from another world.195 
                                                          
193 Latham 2009:15 
194 Γνώρισα και μερικούς φίλους μας. Το Βεδούρη – Μαλακάση - το Γιαννέτσο, δεν είδα 
μονάχα και τον Κλαπάτσα και λυπήθηκα. Τους άλλους, εξόν το νέο από τη Λιβυκή έρημο, 
δεν μπόρεσα να τους ξεχωρίσω. Μπορεί να τους έχεις πάρει απ’ τη ζωή κι αυτούς, κι οι 
κουβέντες τους στην μπύρα και στο καφενεδάκι, νάναι αληθινές, εκεί που με παραξενεύ-
ουν εμένα λίγο, και μου φαίνονται τραβηγμένες προς την καρικατούρα. Porfíras 1964:256 
(Letter from Piraeus in 18/5/1910) According to Stavropoúlou, Giannetsos is Vlachogiánnis, 
Vedoúris is Miltiades Malakásis, and the young man from the Libyan Desert is Ággelos 
Sikelianós. See Stavropoúlou 1989:28. 
195 Είταν ο πιο άγριος κ’ ελεεινός στην ειδή απ’ όλους. Μαύρος, ξεραγκιανός, με ορθά μαλ-
λιά και γουρλωμένα μάτια. Στα μάγουλά του κρεμότανε αριό το πρώτο χνούδι, ο λαιμός 
του ξέβγαινε λιγνός, καμπυλωτός απάνω μια μουντή στενή λουρίδα, που φαινότανε στη 
θέση του κολάρου δεμένη μπροστά μ’ ένα τρίχινο σκοινί για λαιμοδέτη, και στα δάχτυλά 
του, που τρέμανε νευρικά κρατώντας το χειρόγραφο, τα νύχια μαυρίζανε μελανότερα από 
τα μάτια του. Η φωνή του ήταν βαρειά σα μπουμπουνητό, πότε βαθειά σα ναρχότανε από 
άλλον κόσμο. Chatzópoulos 1915:12 
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According to Éri Stavropoúlou, Life is based on the life story of 
Chatzópoulos’s close friend Andréas Carkavítsas. She has found a connec-
tion between the plot and the writers’ correspondence. Carkavítsas writes 
to Chatzópoulos about the miserable period he was going through in his life, 
and about a sudden chance to marry a young girl with a good dowry. A 
month later he writes about the disaster the plan led him to. 
(16/3/1907) I turned to look at myself, and saw myself so deserted, my situation, 
and my life, so miserable, that I decided not to continue like that. My room never 
saw me work this winter. I went there only to sleep. My landlord spoke to me many 
times about marriage […]. Tomorrow or the day after tomorrow I will meet the girl. 
I have heard very good things about her character and dowry. 
(20/3/1907) From the hotel to the cafenio and from the cafenio to home day after 
day. Till today I hadn’t thought about it like that. I saw the life I was living and 
thought it was good and going to continue in the same way until I would close my 
eyes the last time. [---] Because in between four walls I did not see the life that was 
passing above me and follow it. [---] 
(11/4/1907) And so she arrived so simply dressed, and the moment I saw her I felt 
so ridiculous. I had been so concerned to show my best. The next day I got to know 
she was only 21-years-old and lost it totally. That kind of marriage wouldn’t be 
right. [---] I had only one chance in my life and even that was false. [---] Until day 
before yesterday when I saw in a paper in Syra that she had got engaged with a 
graduate from the department of Theology. Let them live happily ever after. But 
how am I going to live?196 
In Life, after feeling especially miserable at work, Aristídis meets 
Antónis, the owner of a small hardware store, and confesses to him that not 
                                                          
196 See Stavropoúlou 1989:28-29. She has found these letters from the volumes 27/1938 
and 28/1938 of Pnevmatikí Zoí (Πνευματική Ζωή) as unpublished letters of Andréas 
Carkavítsas. 
(16/3/1907) Γύρισα και είδα τον εαυτό μου τόσο έρμο, την κατάστασή μου, τη ζωή τόσο 
αξιοθρήνητη, που είπα δεν υποφέρω πιά. Το δωμάτιό μου όλο το χειμώνα δεν με είδε στη 
δουλειά. Μόνο για τον ύπνο πήγαινα. Πολλές φορές ο σπιτονοικοκύρης μου μού μίλησε 
για παντρειά […]. Αύριο μεθαύριο θα γνωρίσω την κόρη. Οι πληροφορίες που έχω είνε 
πολύ καλές για τον χαρακτήρα της και για την προίκα.  
(20/3/1907) Από το ξενοδοχείο στον καφενέ λοιπόν κι από τον καφενέ στο σπίτι πάντα-
πάντα. Ως το τόρα δεν το σκεπτόμουν αυτό. Έβλεπα τη ζωή που πέρναγα την εύρισκα καλή 
κ’ ενόμισα πώς έτσι θα είνε πάντα ως που να κλείσουμε τα μάτια […]. Γιατί μέσα στους 4 
τοίχους κλεισμένος πάντα να μη ιδώ τη ζωή μου που περνούσε από πάνω μου και να την 
ακολουθήσω. [---] 
(11/4/1907) Και όμως ήρθε τόσο απλά ντυμένη που εγώ μόλις την είδα ένοιωσα τον εαυτό 
μου γελοίο. Εγώ είχα μεγάλη ανησυχία πώς να φανώ καλύτερος […]. Την άλλη μέρα που 
έμαθα πως είνε μόνο 21 χρονών τάχασα. Δεν πήγαινε τέτοιος γάμος. [---] Μια ευκαιρία 
μου βρέθηκε στη ζωή κ’ εκείνη ανάποδη. [---] Ως που προχτές στη Σύρα είδα στις εφημε-
ρίδες πως αρραβωνιάστηκε με κάποιον απόφοιτο της Θεολογίας. Ας ζήσουνε. Μα εγώ πώς 
θα ζήσω; 
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everything in his life is going the way he would like it to. Antónis reminds 
him that he had refused the proposal to marry his wife´s niece who had a 
good dowry but who had already had a forbidden romantic affair. This 
makes Aristídis think; maybe there was a solution for happiness. He builds 
up a dream of becoming a husband. Yet everything does not go the way he 
had planned. In the first meeting with the probable bride he finds himself in 
an upper class house and feels awkward, old and clumsy in front of the girl. 
After the meeting he waits many weeks for the answer, until he hears the 
girl having got engaged with someone else. After a period of grief he returns 
to the same routine, ashamed of what happened but flat enough to con-
tinue the same pattern in his life.  
 
5.2. They keys in Übermensch 
 
According to the interpretation of Stavropoúlou and Carvélis, the protago-
nist Níkos Gávras would be Chatzópoulos’s close friend Giánnis Cambísis.197 
However, some biographical details in the memoirs of Sanny Häggman-
Chatzopoúlou and in an article of Leonídas Pavlídis seem to prove that Níkos 
Gávras represents his brother Boém, Dimítris Chatzópoulos, instead. The 
best known characteristics of Cambísis’s appearance were his weakness and 
paleness that led also to a short life.198 Sanny Häggman describes him small-
sized and pale with strong black eyes.199 Níkos Gávras is also described pale, 
but so are all the poets of his circles: 
They were about six or seven young men. Pale, skinny and most of them bent, long-
haired and dressed more or less like my cousin. I understood I had got into the nest 
                                                          
197 See 29. footnote in Stavropoúlou 1989:28. 
198 Cambísis suffered all his short life from poor health. He was from a rich and educated 
family from Corone in Peloponnese. In the beginning of the story Übermensch there is also 
mentioned that Níkos has an asthma and that he suffers from time to time of fevers, but I 
do not consider this to be the key to his identity. 
199 Häggman-Chatzopoúlou 2012:70-71 Θυμάμαι ιδιαίτερα την επίσκεψη του Γιάννη Κα-
μπύση. Ήτανε μικροκαμωμένος, τα μαύρα του μάτια είχαν μια περίεργη λάμψη και το ά-
σπρο αδύνατο του χέρι φαινότανε, όταν με χαιρετούσε, πολύ ζεστό και υγρό. 
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of scholars and the thing that appealed to me the most was that each one of them 
had shaved his moustache.200 
Instead of the appearance, the key to the protagonist can be Níkos’s 
übermensch-attitude and behaviour. Boém has been described as a quar-
relsome person having a tension to exaggeration and excess. He had suffi-
cient knowledge of the European cultural movements, which made him feel 
the Greek reality suffocating. Boém was also known for his sarcastic attitude 
toward Greece. In 1903 he changed from literature to writing columns to 
many different newspapers, and his brother Costantínos despised this 
deeply.201 In Übermensch Níkos returns to Athens from Germany and it ap-
pears that he has stopped writing poetry. This associates Níkos more with 
Boém. In addition to this, Cambísis’s best writing period were the last seven 
years of his life; his career had a rising direction, while Níkos’s artistic career 
seems to end after a promising beginning.202 
 Costantínos Chatzópoulos’s relationship with his brother reminds 
the relationship of the narrator with his cousin, especially through the de-
scription of Pavlídis: 
With his siblings he did not get on at all. First of all with Mítsos [Dimítris, Boém]. He 
hated Cóstas and chased him. When he saw him on the street, like once when we 
were together, he insulted him, spoke to him sarcastically, and called him names 
with a raised walking stick. He did not answer and we continued walking. Later on 
he told me that his brother is a bad person, because he could not keep up with 
literature like him and ended up to journalism and to write with many different 
nicknames to almost all the daily papers of that time. [--] he had totally got ruined. 
203 
                                                          
200 «Θα ήταν έξι ως εφτά νέοι. Χλωμοί, αδύνατοι, σκυφτοί οι περισσότεροι, με μακριά μαλ-
λιά και φορεσιές ένα βαθμό παραπάνω ή παρακάτω από του ξαδέρφου μου. Κατάλαβα 
πώς είχα πέσει σε φωλιά λογίων και κείνο που μου χτύπησε πιο πολύ στα μάτια είταν πώς 
όλοι τους είχανε ξουρισμένο το μουστάκι.» Chatzópoulos 1915:11 
201 Carvélis 1997b:50–66 
202 Casíni 1997:110–152 
203 Με τα αδέρφια του όμως δεν τα’χε διόλου καλά. Προπάντων με το Μήτσο. Αυτός μι-
σούσε τον Κώστα και τον κατάτρεχε. Όταν τον συναντούσε στο δρόμο –όπως μια φορά που 
είμαστε μαζί- τον λοιδορούσε, τον σάρκαζε και του ‘λεγε χοντρές βρισιές, με σηκωμένη την 
μαγκούρα. Δεν του αντιμίλησε και προχωρούσαμε. Ύστερα μου είπε πως ο αδελφός του 
είναι κακός, γιατί δε μπόρεσε να σταδιοδρομήσει όπως αυτός στη λογοτεχνία και ξέπεσε 
στη δημοσιογραφία και κατάντησε να γράφει με διάφορα ψευδώνυμα τα χρονογραφή-
ματα όλων σχεδόν των τότε καθημερινών εφημερίδων [---] είχε ολότελα αποθηριωθεί. 
Pavlídis 2006:88–89 
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Sanny Häggman mentions in her memoirs Boém’s visit with his new 
Athenian wife. She dictates that already during their second visit Boém had 
announced his plans to travel to Germany. Chatzópoulos had said to his 
brother that “it seems he will spend his honeymoon alone”. Costantínos had 
promised to take care of the wife, which his brother was about to leave be-
hind.204 This is exactly the same scenery that takes place between Níkos and 
Thália.  
 Another key that points toward Boém, is his strong affection to the 
life in the literary cafenios. Boém himself wrote in an apology to the cafenios 
about his own experience in them:  
But the poor cafenio! [---] I want to write your apology, to give you justice. And 
perhaps, if I know anything about the free nature, I might as well know something 
about your closed and smoky interior. I got to know you already in the village, 
where I like to escape to the feeling of a city, and in the big cities that attract me, 
you are the place to return to the village. It is almost impossible for me to remem-
ber, in how many cafenios I have relaxed in my life in all the countries, all the cities, 
all the neighbourhoods and their suburbs, where I happened to visit!205 
Throughout the story Übermensch Níkos Gávras stresses his need to 
share his time in the cafenios.  
“How could anyone work inside here? In this perverted and disgusting place. With 
these animals around? Leave it. Do you want to go out?” “Where should we go?” 
“To the cafenio. There I relax until I leave.”206 
                                                          
204 Ο κουνιάδος μου Μήτσος είχε παντρευτή μια Αθηναία και ήρθε ένα απόγευμα στο Μα-
ρούσι να μας την γνωρίση. Μια άλλη φορά που είχε έρθει πάλι, μας έλεγε ότι θα πήγαινε 
στην Γερμανία. «Μόνος σου θα κάνεις το γαμήλιο σου ταξείδι;» τον πείραζε ο Κώστας. 
«Καλά, τότε θα αναλάβουμε εμείς τη γυναίκα σου.» Häggman-Chatzopoúlou 2012:74–75 
205 ”Πτωχόν καφενείον όμως! [---] Θέλω να κάνω την απολογίαν σου, να σου αποδώσω 
δικαιοσύνην. Και πιθανόν, αν γνωρίζω κάτι από το ελεύθερο ύπαιθρον, γνωρίζω επίσης 
κάτι από τον κλειστόν και καπνισμένον χώρον σου. Σε εγνώρισα και σε έζησα από το χω-
ριόν, όπου μου αρέσει να ξεφεύγω εκ της πόλεως, και από την μεγαλόπολιν, είς την οποίαν 
ελκύομαι, διά να αφήνω το χωρίον. Σχεδόν μου είναι αδύνατον να θυμηθώ ακριβώς αυτήν 
την στιγμήν είς πόσα καφενεία ανεπαύθην κατά την ζωήν μου εις όλας της χώρας, εις όλας 
τας πόλεις, εις τας συνοικίας και τα προάστεια τούτων, που έτυχε να βρεθώ!”’ Papakóstas 
2011:48-49 
206 «Μπορεί κανένας να εργαστή δώ μέσα; Στην προστυχιά, στην αηδία. Με τέτοια χτήνη 
γύρω του. Ας’ τα. Έρχεσαι να βγούμε όξω;» «Πού να πάμε;» «Στον καφενέ. Πού αλλού; 
Εκεί περνώ τη σιχασιά μου όσο να φύγω.» Chatzópoulos 1915:55 
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Níkos also travels continuously during the whole story and mentions 
his experience even in the North Sea:  
“I do not speak about those funny Athenian fogs, I speak about fogs with deeper 
meaning”, Níkos said. [---] “About the fog on the valleys on the Alps, on the high 
peaks, of the North sea. One needs a strong soul to face them”, Níkos continued.  
“Did you go to the North sea? Is it beautiful?” Veladrápas asked.  
”Musical beauty. There the nature does not show off so simply, as here. It is not like 
a silhouette.  It does not hypnotize you, it uplifts you.”207  
Maíri Chrysikopoúlou mentions in a footnote of the memoirs of 
Sanny Häggman-Chatzopoúlou that Nicole le Bris has considered the series 
of travel columns in the Baltic Sea From the North (Από τον βορράν) in the 
newspaper Skrip (Σκρίπ) by “Θ” in 1907 to be written by Costantínos 
Chatzópoulos.208 However, the article describes Copenhagen and a travel by 
boat to Stockholm, which is a journey Costantínos never did. Instead, Boém 
was known for his travels and columns, and was a regular columnist in the 
Skrip. Comparing the previous passage to the article shows that there is 
something in common in the lines; if this article is Boéms209, it seems clear 
from where Chatzópoulos had his source for Níkos’s attitude and experi-
ences:  
The coast disappeared in the fog behind the rear of the snow-white, as white as the 
winter ice of the homeland of the Finnish steamboat I travelled on, similar greyish 
fog hangs in front and around the horizon. The sea appears greenish blue in all its 
extent, the dimness of the stuffy light blue sky on top. This is the view of the clear 
sky of the northern climate, a bleak trick in front of the shine of the midday. Here I 
feel, how [---] Björnson, stressed with such a passion and ecstasy the Mediterra-
nean hymn. [---] Everywhere around us the haze of the northern fog covers the hori-
zon and towards the side where the sun sets clouds gather around its shape. Under 
the dark veil it glows golden as in the dawn. The upper end of the veil looks like a 
weaved flounce of gold, as misty, dim shine, deep, paradox [---] And you think the 
boat does not move anymore, so slowly it floats in the silence of that moment and 
                                                          
207 «Δε μιλώ για τις αστείες αθηναϊκες ομίχλες, μιλώ για τις ομίχλες του βαθιού μοτίβου», 
είπε ο Νίκος. [---] «Για τις ομίχλες των Αλπολαγκάδων, των ψηλών κορφών, της Βοριοθά-
λασσας. Αυτές θέλουνε δυνατές ψυχές να τις βαστάξουν», ξακολούθησε ο Νίκος. «Πήγες 
και στη Βοριοθάλασσσα; Είναι όμορφη;» ρώτησε ο Βελαδράπας. «Μουσική ομορφιά. Εκεί 
η φύση δεν κάνει πλαστική επίδειξη, καθώς εδώ. Δεν είναι σα σκιαγραφία. Δε σε υπνωτί-
ζει, σε μεταρσιώνει.» Chatzópoulos 1915:93 
208 Chrysikopoúlou 2012:81, footnote 19.  
209 Boém wrote with many different pseudonyms to many newspapers, including Skrip. In 
this article in question the pseudonym is Θ. 
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of the endless slowness [---] Not even a whisper circles among us, all the eyes have 
turned to the vision.210 
As a short conclusion, Níkos seems to represent Boém due to the life 
style, the arrogant attitude, economic problems, ending relationship with 
an Athenian woman, the disregard he receives from the oldest poets, and 
the course of his life and travels. Cambísis’s parents were not farmers, but 
Boém’s were. Due to the incidents and their relationship, Chatzópoulos 
would have had a reason to criticize his brother in public. Cambísis, who had 
also founded the Nietzscheist literary magazine Dionysus together with 
Boém, is present perhaps as Níkos’s friend, who returns in the beginning of 
the story from Germany. “The chubby with the glasses” points to Pávlos Nir-
vánas (Παύλος Νιρβάνας 1866-1937) due to the characteristics and his 
fondness of D´Annunzio.211 
The people behind the keys hopefully arise an interesting discussion 
of the scholars involved in the topic. However, in this study the main interest 
must be put to the literary place the story presents and to the thematic side 
these in a way mimetic characters present.212 
 
                                                          
210 Αι ακταί εχάθησαν εις την ομίχλην πίσω από την πρύμνην του παλλεύκου, ως οι χειμε-
ρινοί πάγοι της χώρας του, φιλλανικού ατμόπλοιου που επιβαίνω, ομοία φαιά ομίχλη κρέ-
μεται εμπρός και γύρω στου ορίζοντος τα βάθη. Πρασινογάλανη απλώνει η θάλασσα την 
έκτασην της, ο θόλος του ουρανού θαμπόγλαυκος επάνω. Αυτό είνε το θέαμα της αιθρίας 
των βορείον κλιμάτων, μια χλεύη θλιβερά εμπρός στο θάμβος της μεσηβρινής ημέρας. 
Εδώ το αισθάνομαι πως [--- ο Μπιέρνσον, ετόνισε με τόσον πάθος κ’ έκστασιν της Μεσο-
γείου τον ύμνον. [---] Γύρωθεν κλείει πάντα τον ορίζοντα η αχλύς της βορεινής ομίχλης και 
προς το μέρος όπου ο ήλιος κλίνει πυκνώνονται περί τον δίσκον του τα νέφη. Υπόφωτος, 
υπόχρυσος φαίνεται κάτω από τον αραιοσκοτεινόν του πέπλον. [---] Σαν πλέγμα χρυσο-
πάρυφον είνε αι άνω άκραι αυτού του πέπλου, ενώ θαμβή, αμαυρή στιλβούσα, βαθειά, 
παράδοξη [---] Και αυτό το πλοίον νομίζεις δεν κινείται πλέον, τόσον σιγά πλέει στην σιγήν 
αυτήν της ώρας και του απείρου οκνός [---] Ούτε ένας ψίθυρος σαλεύει μες΄ το πλήθος 
όλον, όλα τα μάτια είνε προς το όραμα στραμμένα. Skrip (Σκριπ) 6/7/1907 (in electronic 
sources). 
211 Vitti (2008:313) mentions that Palamás did not forgive Nirvánas his endless admiration 
of Ruskin and D´Annunzio.  
212 It is also possible to see other real persons behind the characters: Hippolyte seems to 
present Myrtiótissa and her companion maybe Myrtiótissa’s husband Pappás. Who is Ve-
ladrápas? According to Stavropoúlou, Giannétsos is Vlachogiánnis and Vedoúris is Mala-
kásis, and Myrtiótissa’s husband Ággelos Sikelianós. Is the man in the corner Papadi-
amántis? The man with the newspaper Palamás? 
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5.3. Literary life through Übermensch, Life and Alivéris’s 
tower 
 
After a while we arrived to a small cafenio with a high birch in front of its door and 
an iron spring next to the birch.213 
 
This is the cafenio214 of Dexamení. The square of Dexamení was the gather-
ing place for the Athenian artists for many decades. Cóstas Várnalis (Κώστας 
Βάρναλης 1884-1974) initiated the literary tradition there; the reputation 
he gained for having published a successful literary magazine Propílaia 
(Προπύλαια) brought his followers to his favourite cafenio in Athens. Cos-
tantínos Chatzópoulos, Andréas Karkavítsas, Miltiádis Malakásis (Μιλτιάδης 
Μαλακάσης 1869-1943), Pávlos Nirvánas, Ioánnis Gripáris (Ιωάννης Γρυπά-
ρης 1870-1942) and Lámbros Porfíras were amongst them.215 In his memoirs 
Várnalis described the place like this: 
That time Dexamení had a natural beauty. The stairs were not made of marble, it 
was not all paved and it was not surrounded with iron bars. In the midst of it one 
felt far away from the rush of the city. It was surrounded by high birches, the great-
est in Athens, which shed a fresh shadow on the scholars of Modern Greek litera-
ture. In the middle of it was running a spring day and night and it sounded like 
birdsong to the poets. Autumn evenings, when the northern wind was howling and 
yellow birch leaves danced on the tables, that very same spring got a different, 
melancholic tune and almost scared me.216 
                                                          
213 Σε λίγο φτάσαμε σ’ ένα καφενεδάκι με μια λέυκα ψηλή μπροστά στην πόρτα του και 
μια βρύση σιδερένια πλάϊ στη λεύκα. 
214 In order to maintain the Greek character of the place I prefer not to translate the word 
“καφενείο”. The traditional cafenios had small, round iron tables and woven chairs. They 
served traditional Greek coffee, local alcohol drinks, and small mezes-plates. In Greek there 
is a considerable difference between cafenios and cafeterias, and in practice even in the 
law. 
215 Papakóstas 2011:158-170 
216 Η Δεξαμενή τότε είχε όλη της την φυσική ομορφιά. Δεν είχε μαρμάρινες σκάλες, δεν 
ήτανε σφιγμένη σε.. κορσέδες και σιδερένια κάγκελα. Χαιρότανε το ψήλος της τη λευτεριά 
της μακριά από τη βέβηλη πολιτεία. Οι λεύκες της ψηλές και ρωμαλέες από τις ωραιότερες 
της Αθήνας, χαρίζανε το δροσερό τους ίσκιο στους ερημίτες της νεοελληνικής λογοτεχνίας 
και μια βρύση στη μέση έτρεχε αδιάκοπα μέρα και νύχτα και αχολογούσε φλύαρα και χα-
ρούμενα σαν ένα πλήθος από πουλιά. Τις νύχτες του φθινοπώρου, όταν φυσούσε ο βοριάς 
και βογγούσανε οι λεύκες και τα πεσμένα φύλλα χορεύανε, ο αχός της βρύσης έπαιρνε τον 
πιο μελαγχολικό τόνο. Σχεδόν με τρόμαζε. Papakóstas 2011:160, from the Memoirs of 
Várnalis. 
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Even if gathering outdoors had always been common in Greece, the 
model for the literary activities in cafenios came from France, from the cafés 
of Montmartre where Paul Verlaine, Charles Baudelaire and Jean Moreás 
spent their days. Greek scholars wrote in the newspapers about their expe-
riences during their travels and embraced the cultural life in Europe. One of 
the eager supporters of the life in literary cafenios was Boém, Dimítris 
Chatzópoulos. His apology for the misunderstood bohemians in the 
cafenios, which I referred to above, contains many examples of how im-
portant place it was to the scholars: 
The cafenio in the present cities is what the Agora was in the Ancient Greek cities. 
Poetic, aesthetic and artistic scholars were creating inside the cafenios, and mas-
terpieces of thought and inspiration were captured in the cafenios of big cities. [--] 
What we call cosmopolitan life, from loving to the thinking, has its pulse in the 
cafenio.217 
Dexamení was the most graphic literary cafenio a bit distant from 
the city centre. Before, immediately after the closure of the romantic’s gath-
ering place Oréa Hellás (Ωραία Ελλάς) in 1979, central cafenio Giannópoulos 
(Γιαννόπουλος) brought to the same space both the last romantics and the 
post-Palamian generation. Even if the beginning of the 20th century has 
been seen as the beginning of this tradition of literary cafenios, they were 
only few in the common European standards. One would always know from 
which exact cafenio and table to look for the poets.  
Throughout the stories dealing with the artistic circles in Athens, the 
meaning of the cafenios to the life of the characters as the place to discuss 
is emphasised. In Übermensch many of the discussions take place around 
the tables of the Athenian cafenios. In the beginning of the story, in the 
                                                          
217 Το καφενείον εις τας σημερινάς πόλεις είναι ο, τι ήτο η Αγορά εις τας αρχαίας ελληνικές 
πόλεις. Σχόλαι ποιητικαί, αισθητικαί, καλλιτεχνικαί εδημιουργήθησαν εις το καφενείον, α-
ριστουργήματα της σκέψεως και της έμπνευσης συνελήφθησαν εις τα καφενέια των μεγά-
λων πόλεων. [---] Ό, τι καλούμεν ζωήν κοσμοπόλεως, από τον έρωτα έως την σκέψιν, έχει 
τον παλμόν του εις το καφενείον. Papakóstas 2011:47 
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cafenio of Dexamení, the supporters of German literature and the Heptan-
ese poets that respect the remains of Renaissance and Italian literature dis-
cuss and end up to a battle: 
The discussion around me began to get more serious and passionate. Níkos´s friend, 
who had come to sit close to me, seemed to have arrived from Germany only a 
while ago, and he spoke about it in such an exited way that the whole league could 
not support it. 
No matter how loud Thémis Floísvos spoke, the majority seemed to agree with Ve-
ladrápas and the chubby with glasses, who argued that not only the German spirit 
is inferior to the Latin, but that the original heir of the Greek legacy was Latin. Every 
word of the opposition made the Germany-oriented next to me to sway, to move 
his shoulder and his jaw strikingly enough to scare anyone. 
“Nonsense”, he shouted in his Peloponnesian dialect, “the heirs of Aeschylus and 
Phidias are Shakespeare, Goethe and Böcklin.” 
“The Italian renaissance was the first new-coming of the ancient times, and people 
owe for this to Michael Psellos and to Pletho. Shakespeare imitates the renaissance, 
Goethe copies it”, the chubby with glasses answered peacefully in his light Heptan-
ese tone of voice. 218 
Finally the impression this scene leaves to the audience is the mean-
inglessness of Greek literature itself. In the “nest of scholars” a chaotic play 
is read and the discussion can touch only the evaluation of different view-
points of literary works far from their reach. The previous battle ends to the 
words: 
 
“Dante had a German background. All the great men are German, all the Renais-
sance is of a German character. Everything great in this world is German.”219 
 
                                                          
218 Μα η συζήτηση τριγύρω μου άρχισε να σοβαρεύη και νανάβη. Ο φίλος του Νίκου, που 
ήρθε και κάθησε κοντά μου, φαινότανε πως μόλις είχε ρθή από τη Γερμανία και μιλούσε 
γι’αυτή με ενθουσιασμό που δεν τονέ συμεριζότανε όλη η φάλαγγα. Όσο κι αν ξεσπάθωσε 
με το μέρος του ο Θέμης Φλοίσβος, οι περισσότεροι φαινόντανε πως συμφωνούσανε με 
το Βελαδράπα και το σκουμπό με τα γιαλιά, που υποστηρίζανε πως όχι μόνο το γερμανικό 
πνεύμα είναι κατώτερο από το λατινικό αλλά και πως γνήσιος κληρονόμος του ελληνικού 
είναι το λατινικό. Σε κάθε λόγο των αντιγνώμων ο γερμανόφιλος στο πλάγι εμου λάγγευ, 
κουνούσε τον ώμο του και το σαγόνι με σπασμούς που τον τρομάζανε κανέναν. «Κολοκύ-
θια» φώναζε με τη ρουμελιώτικη προφορά του «Κληρονόμοι του Αισχύλου και του Φειδία 
είναι ο Σαίξπηρ, ο Γκαίτε κι ο Μπαίκλιν». «Η ιταλική αναγέννηση είναι το πρώτο ξανάζημα 
της αρχαιοτήτος, που το χρωστά ο κόσμος στο Μιχαήλ Ψελλό και στον Πλήθωνα. Ο Σαίξπηρ 
είναι μιμητής της Αναγέννησης, ο Γκαίτε αντιγραφέας», απάντησε πιο ήσυχος ο σγουμπός 
με τα γιαλιά σε αλαφρό εφτανησιώτικο τόνο. Chatzópoulos 1915:15–16 
219 «Ο Δάντες είναι γερμανικής καταγωγής. Όλοι οι μεγάλοι είναι Γερμανοί, όλη η Αναγέν-
νηση έχει γερμανικό χαρακτήρα. Ό, τι τρανό έχει ο κόσμος είναι γερμανικό.» Chatzópoulos 
1915:16 
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One of the possible reasons for this can be the language issue. It is 
commented on in many of the stories. The discussions about culture often 
touch the linguistic situation in the country, and show how distracting the 
topic is to the scholars:   
He [Aristídis] had not slept well in the night. He had stayed in the cafenio until late 
to discuss with a friend about Macedonia and about the language. And during the 
discussion he would lose his nerves and misbehave.220 
Many of the characters express their opinion about the language is-
sue. Their opinion about this topic is also something that characterizes and 
categorizes them: 
We [narrator and Thália] had similar thoughts about everything, even about the 
language. That long-haired language we kept on hearing on the stage Veladrápas 
acted on was getting on our nerves.221  
It is also important to consider the weight of the topic during the 
time Chatzópoulos wrote these stories. Chatzópoulos wrote Übermensch in 
1911 to the newspaper Noumás222, and it was printed as a book in 1915 – 
only two years before Venizélos’s reform, where Demotic was brought to 
the first four grades of the elementary school and Ancient Greek excluded 
from the program until the secondary school. This reform was put into prac-
tice only for three years, until 1920, when Venizélos lost the election, 
Dimítris Rállis formed the government and King Constantine I223 was rein-
stated. During the same year a committee was formed to check the lan-
guage teaching in the primary schools and a little later it was commanded 
that all the learning material written in the period 1917-1920 must be van-
ished. Demotic was proposed to be the language of education in 1930 and 
                                                          
220 Δεν είχε κοιμηθεί κιόλας καλά τη νύχτα. Έμεινε στο καφενείο μέχρι αργά και συζητούσε 
με κάποιο φίλο του για την Μακεδονία και για την γλώσσα. Κι απάνω στη συζήτηση άναψε 
και του παραφέρθηκε Chatzópoulos 1989:230 
221 Ταιριάζανε οι γνώμες μας σε όλα και στη γλώσσα ακόμα. Το μαλλιαρό ιδίωμα, που 
ακούγαμε στη σκηνή που έπαιζε ο Βελαδράπας, μας πείραζε και τους δυο στα νεύρα. 
Chatzópoulos 1915:86 
222 Noumás vol. 442-454, 24.7.-6.11.1911 
223 King Constantine I was the King of Greece since his father’s assassination in 1913 to 1917 
and for two years after Venizélos’s reign 1920-1922. He was succeeded by his eldest son 
George II. See Kairofylas 1995. 
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again in 1965. After the fall of the military coup in 1976, the official language 
of the country became Modern Greek, which is a combination of Katharé-
vousa and Demotic. 
However, the supporters of the Demotic language considered them-
selves as Modern Greek artists, as can be interpreted easily from the mani-
festo they published for instance in the magazine Noumás in 1920 as a re-
action to the returning to the previous restrictions: 
Most of the representatives of Katharévousa, finding benefit from the inner 
changes, escaped from their shelters, overturn the ministry and try to put forward 
their perception tyrannically. Tyrannically, of course. Because the negation of the 
reality is called tyranny. And the reality today is Demoticism. [---] They do not in-
teract with our rhythm, they don’t know us, and they don’t feel us. They are the 
oldest of our teachers, moving backwards, prehistoric, out of time. They don’t 
know anything that is ours, anything Modern Greek. They don’t know our prose. 
They don’t know our poetry. [---] Their love to the old language is not a result of 
enthusiasm, but of spiritual poverty, misoneism and fanaticism. Because how is it 
possible a language not to develop, not to change, not to become influenced of the 
development, which is the general the common order?224 
In Übermensch is also visible the effort of the supporters of the De-
motic to bring the language to the theatres. As mentioned in the citation 
above, the narrator and Thália do not like “the long-haired” language on the 
stage. In fact, the theatres were one of the most important means to sup-
port the language and many of the artists of the time, including Chatzópou-
los, consciously produced famous plays in Demotic. During the years of the 
language issue, many writers translated also Ancient Greek plays to De-
motic, which lead even to the conflict known Oresteiaka. Giórgos Sotiriádis 
                                                          
224 Οι περισσότεροι ακόμη αντιπρόσωποι της «καθαρευούσης» επωφελούμενοι από την 
εσωτερική μεταβολή, ξετρύπωσαν από τα καταφύγιά τους, κατακλύζουν το υπουργείο και 
ζητούν να επιβάλλουν τυραννικά τις αντιλήψεις τους. Τυραννικά, βέβαια. Γιατί η άρνησις 
της πραγματικότητος λέγεται τυραννία. Και πραγματικότης είναι σήμερα ο Δημοτικισμός. 
[---] Δ[δ]εν επικοινωνούν πια με τον παλμό μας, δε μας ξέρουν, δε μας νοιώθουν. Είναι οι 
πιο παλιοί καθηγητές μας, οι οπισθοδρομικοί, οι προϊστορικοί, οι ασύγχρονοι. Δεν ξέρουν 
τίποτα δικό μας, τίποτε νεοελληνικό. Δεν ξέρουν την πρόζα μας. Δεν ξέρουν την ποίηση 
μας [---] Η αγάπη τους προς την παλιά γλώσσα δεν είναι αποτέλεσμα ενθουσιασμού, αλλά 
πνευματικής φτώχειας, μισονεϊσμου και φανατισμού. Γιατί πώς είναι δυνατό μια γλώσσα 
να μην εξεληχθή, να μην αλλάξη, να μην επιρεασθή από την εξέληξη, που είναι ένας νόμος 
γενικός; Papakóstas 2011:272-273, Noumás vol. 710, 14 of November in 1920.  
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(Γιώργος Σωτηριάδης 1852-1941) had translated Aeschylus’s trilogy to De-
motic and after a long-term disagreement between the supporters of De-
motic and the students of the School of Philosophy the two sides ended up 
to a battle in front of the theatre in the evening of the premier in 1903, 
causing three deaths and many injuries.225  
As in Übermensch, also in reality the Royal theatre was a gathering 
place for the turn-of-the-century scholars. Royal Theatre was founded in 
1900 by King George I, and shut down in 1908.226  During the few years it 
worked there had been played 144 plays, many of which Chatzópoulos 
translated. Häggman-Chatzopoúlou dictates in her memoirs that her hus-
band and the director of Royal Theatre, Thomás Oikonómou, were close 
friends. She mentions, how Chatzópoulos translated Iphigenia and Faust in 
agreement with Oikonómou. Oikonómou left the theatre together with his 
famous actress Maríka Kotopoúli in 1906 and with their disappearance from 
the scene also Chatzópoulos’s career as a translator got to its end. In 1930 
the theatre reopened its doors as National Theatre. 
 
 
6. Conclusions 
 
In his short stories Chatzópoulos has described the urbanizing environment 
as an alienating mechanism. Athens that was just in the beginning of the 
process of urbanization, had provoked his interest as a socialist sociologist 
learnt in Germany. His well-known interest in socialism points to Marx, and 
after studying the theories of Marx, the conclusion is that Chatzópoulos’s 
criticism follows carefully the teachings of Marx and furthermore can be 
considered as a Marxist commentary on the social conditions of his time. 
                                                          
225 Previous conflict between the two sides, the Demoticist and the conservative School of 
Philology, had taken place after the publication of the Gospels in Demotic in the newspaper 
Acropolis in 1901. There were 11 dead and Athens was in chaos for more than a week. See 
more Voúrnas 1974:572-573 
226 See the history of Greek theatre in Kairofílas 1983:31-44. 
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Many themes appear from the socialist influence. First of all the gen-
res have definitely got an impact from his socialist orientation. Chatzópou-
los was interested in the naturalist authors, and as naturalism appeared to-
gether with the needs of the new urban working class, his direction toward 
naturalist dictation is not a surprise. He hides the criticism to the description 
of a particular world and between the lines, as Zola, but with the reflection 
of the more rural circumstances that were still prevalent in Greece of his 
time. However, he did not suffocate his stories in naturalism, but created 
also modern characters, perhaps as a commentary on their contradictory 
existence in the rural-urban scenery and ideology. He pictures the change 
from objective to subjective experience of the city with all its complications. 
Chatzópoulos’s dichotomy country vs. city definitely emphasizes the 
question whether the country is any better than the alienating environment 
of the urbanizing city.  In all the chosen stories a character travels from the 
countryside to the city, or lives in the city but has a peasant background . 
As a whole the stories show that the city is more familiar and less oppressive 
environment for university students and educated people. For all the char-
acters, and especially for the educated characters, Athens is the purpose 
and country is the place to escape and hide after having not succeeded in 
entering the urban life. The city is a chance and returning to the country is 
a symbol of failure. The more modern the character becomes, more alien-
ated he becomes from the country, as in the case of Níkos. Táso is the only 
story where the narrator returns to his hometown after having completed 
his studies in medicine. He is from a wealthy family and this is why he does 
not have an endeavour to establish a better life in the city. 
Urbanization is what breaks the system of social categories. Níkos 
belongs to the group of anomalies that find themselves only in the city: In 
the turn-of-the-century Greece also a flâneur can be considered as an 
anomaly, since the individualistic and carefree kind of living was not appro-
priate in the society. However, even if it is hard to spot a character that 
would belong to the city, Chatzópoulos does not propose returning to the 
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countryside as a solution to the problems. According to Chatzópoulos the 
situation is a dead-end. 
A common thematic character in Chatzópoulos’s stories is an urban-
peasant man. The beginning of the 20th century was not yet a modern pe-
riod in Greece as in Chatzópoulos’s stories all the urban characters arrive to 
the city from different backgrounds. Alivéris is an example of Chanda’s def-
inition of the Young Man from the Provinces. The story Übermensch con-
tains both a Young Man from the Provinces and a flâneur and in this way 
reflects the contrast between them. Níkos Gávras is a character already 
transformed to urban, and is described as a flâneur. He is perhaps the only 
character, who is completely urban in Chatzópoulos’s stories; a flâneur in-
troduces us to modernity.  
Furthermore, there are also peasants in Chatzópoulos’s stories to 
consider; they are women that have not been to the city and to whom the 
urban idea is very distant. Female figures are either static as in Annió or fol-
low a naturalistic disastrous course, as in Táso.  My question was, whether 
there is something about men being urban more naturally and the modern-
izing society being too distant to the traditional, peasant, female figure. The 
female characters on the countryside are always described as serious and 
down-to-earth persons that most of the times face the life as it is. They only 
observe. The collision happens to the girl that travels to the city. For in-
stance, Stélia cannot be a peasant wife and an industrial worker simultane-
ously. Her living with these two roles is only an effort to survive from each 
day separately. She is not a peasant anymore, but she cannot be urban. This 
shows, how the lifestyle of the female characters can always be understood 
as peasant, no matter if she exists in the country or in the city; the way of 
life and the values are the same. Chatzópoulos’s message in the stories is 
about the future collision of the roles of the genders in the new environ-
ment; the women are aware of their role and of the position of that role in 
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the society, but that this setting in the changes of modernization and urban-
ization leads to a catastrophe; and the catastrophe can be either a forgotten 
Annió indoors or a Stélia running without a destination.  
In general, men appear to be developing and more active in the 
changing city. They have to face the individualism and the changes in the 
role-density and professions. This highlights the freedom to develop; a male 
character can search, try and fail, but the female character is condemned to 
be a peasant in ideology in her static space throughout her life. One point 
of view based on the stories is that the society does not create a pull factor 
for the women to leave from their houses and to expand their space; this is 
not necessarily related to men as characters. In general, the place is pre-
sented even more powerful through the combination of strong in character 
and traditional women, with the adventurous and ignorant men.  
The theme of alienation includes also the artistic life in the turn-of-
the-century Athens. The commentary on art’s alienated condition is clearly 
one of his concerns. Chatzópoulos demonstrates in his short stories many 
cases, where ideological alienation either stops the endeavour to create or 
at least distorts it. Aristídis and Alivéris are both lost artists, who the society 
has not let to express themselves. The economic situation could prevent the 
artistic mind from working and lead him to an ordinary routine in order to 
earn a wage. The profession of a lawyer can be seen as a symbol of failing 
to become a writer. However, the kind of artist that is clearly the most urban 
is a bohemian and Nietzscheist vagabond. Chatzópoulos’s bohemian char-
acter felt the city in his hands and knew how to handle it. 
In the short stories the space of the individual in one way or another 
depends on the way the place around him is produced. In Chatzópoulos’s 
stories the producer of space can be found in the place that is going through 
a change. The place consists of everything social that is connected to the life 
of the inhabitants. The place with all its consistent then shapes the individ-
ual space of the inhabitants and the emotional attachment they have. In 
Chatzópoulos’s stories space is static; the individuals live in their own static 
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space in the middle of the changing place.  Finally the place is the factor that 
reduces the individual space. 
Chatzópoulos expresses this static space trough theatrical setting in 
his works. We can get to understand this metaphoric scenery through Fou-
cault’s idea of heterotopias. The scenes are minimalistic as he creates 
around the characters only the environment that is physically in connection 
with them. Most of the time what happens behind the stage is not relevant, 
the characters cannot touch anything outside their space. This points to the 
insignificant position the characters live in. The setting is the highly re-
stricted space of the characters, their territory, which they cannot shake, 
and the rest of the world is the place that determines it. This is one of the 
most remarkable images of the time period that Chatzópoulos passes to us. 
All these characters are paralyzed in the period of big changes in Greece. 
This theatrical setting, heterotopia, finally symbolizes the alienated environ-
ment the Greeks live in.  
In the short stories the topic of alienation is discussed broadly, on all 
the levels e.g. in the categorization of Axelos. There can be found comments 
on economic alienation, politic alienation, human alienation and ideological 
alienation. Human alienation is definitely one of the main topics in 
Chatzópoulos’s works. Teacher’s house presents a kind of alienation that has 
to do with discrepancy of values. In the case of Aristídis alienation can be 
experienced in his powerlessness in front of the system. The whole story of 
Táso is a commentary on the alienating marriage system of the time, and 
Aristídis considers a marriage only because of the dowry he would receive. 
Also religion appears as a theme: Papadiamántis’s notion that “Greek peo-
ple as less powerful than the other European nations will always have need 
for their religion”, is visible. Aristídis looks back to his father who was a 
priest and remembers it as a relief, as a sigh, as an exit of the oppressive 
daily life in the urbanizing city.  
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Another way to understand the reasons for this alienation is the dif-
ferentiation of roles and the opaque character between them. Conse-
quently the pressure of urban living derives from its very flexibility, which 
generates problems of adjustment, in other words, alienation. In this sense, 
Aristídis’s nostalgia to the past, when his father was the priest of his 
hometown, can be explained. The position of the village priest definitely 
contains more roles than the position of a telegrapher - which is a position 
consequence of an advanced differentiation of roles. Táso demonstrates the 
density of the social relationships on the countryside, because all the deci-
sions are made according to social pressure. All the rest of the stories reflect 
the loosening social ties in the cities, which can lead to loneliness too, as is 
the case of Aristídis. 
Finally this differentiation of roles, flexibility of the urbanizing envi-
ronment and the loosening social ties in the cities are requirement for an 
individual artist to develop. Urbanization created space for the artists to de-
velop and finally unite – and the places creating this space were the literary 
cafés, in the Greek case cafenios, which were an outcome of the moderniz-
ing city. 
Roman à clef is relevant to this study because as a genre it gives an 
insight to the true world. The case of Chatzópoulos shows that there is a 
certain historical value in this kind of cultural gossiping of the stories à clef. 
Through his story à clef the audience has access to witness a representation 
of an extreme Nietzscheist artist in the turn-of-the-century Athens and to 
feel the atmosphere between the poets during their battles.  
During this research some biographical details in the memoirs of 
Sanny Häggman-Chatzópoulou and in an article of Leonídas Pavlídis shed to 
light that most likely Níkos Gávras represents his brother Boém, Dimítris 
Chatzópoulos. Instead of the appearance, the key to the protagonist seems 
to be Níkos’s übermensch-attitude and behaviour. Níkos is comparable to 
Boém due to the life style, the arrogant attitude, economic problems, end-
90 
 
ing relationship with an Athenian woman, and the course of his life and trav-
els. Due to the incidents and their relationship, Chatzópoulos would have 
had a reason to criticize his brother in public. “The chubby with the glasses” 
points to Pávlos Nirvánas (Παύλος Νιρβάνας 1866-1937) due to the charac-
teristics and his fondness of D´Annunzio. 
Many of the stories comment on the language issue in Greece. It 
could be seen also as one of the reasons for the feeling of meaninglessness 
of the Greek literature in the story Übermensch. Finally Chatzópoulos makes 
the Greek artistic life and its small circles a parody. He has also described 
the real-life gathering places of the writers and the Royal Theatre that he 
used to translate dramas to.  
As a conclusion, Chatzópoulos’s short stories indeed illustrate the 
feeling the accelerating urbanization and the changes in the society caused 
in him. His commentary is clearly coloured with socialist criticism, since the 
topics in each story touch the alienated condition of the urbanizing Greeks 
and of arts in general. One of his main concerns is the position of women in 
this new rural-urban reality. He illustrates this alienated condition as heter-
otopias with opaque and insignificant connecting points, which do not en-
courage people to cross them. The urbanizing city supports this kind of al-
ienating development.   
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